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In this research, the 2013 exhibition Present Tense: The Art of Memphis, 2001—
Now hosted at the Dixon Gallery and Gardens is used as a case study to identify 
conventions in Memphis visual culture. The Dixon’s history makes it an icon of wealth, 
power, and prestige and an influence on the mainstream art community of the city. 
Present Tense sought to introduce the traditional audiences with current, local artworks 
and created an interesting juxtaposition between conventional space and contemporary 
art. The paper argues the unequal demographics of artists in Present Tense are due in 
large part to a history of racial segregation and the marginalization of women artists in 
institutions. Reactionary exhibitions attempted to examine ideas of inclusionary curating, 
but demographic analysis proves the seemingly inescapable grasp of conventions of 
exclusion. Nonetheless, the Dixon continues its attempt to relax engrained traditions to 
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On my first visit to see the exhibition, Present Tense: The Art of Memphis, 2001-
Now, the gravel crunched under my tires as I pulled into the gated grounds of the Dixon 
Gallery and Gardens, an estate built in 1942 and now converted into a museum that 
houses a collection of works focused primarily on Impressionism. In spite of new 
additions, the building and surrounding lawns remain generally the same as when 
Margaret and Hugo Dixon resided there 1942 to 1974. After walking the groomed 
woodland pathway past the admissions booth, I crossed the paved courtyard between the 
colonnaded porch of the old residence and the museum entrance. As a part of Present 
Tense, a bronze abstract sculpture by Roy Tamboli was positioned in the center of the 
landscaped courtyard to give visitors their first glimpse of the exhibition.   
The next artwork in the show hung in the grand entrance to the museum above 
marble floors and highlighted with spotlights and a monumental crystal chandelier. The 
piece by Lester Merriweather, Le déjeuner sur l'herbe redux, or Luncheon on the Grass, 
Redux combined with the architectural details of the space created a grand statement. The 
title and subject matter of the work recalled Édouard Manet’s painting with a similar title, 
but the image was abstracted as if digitized creating a contemporary riff off of an 
Impressionist masterpiece. As I moved throughout the exhibition space, the gallery grew 
loud with the echoes of conversations of excited museum guests as they turned corners to 
discover new, delightful, and shocking works. Shoes clattered against the seventy year-
old hard wood floors as visitors admired large sculptures and abstract paintings. The 
noise broke the usually hushed atmosphere of the traditional house museum. The 
enthusiasm of the guests about contemporary artworks created by Memphians over the 
2 
past twelve years juxtaposed interestingly with the early twentieth century crown 
molding and pastel walls of the Dixon. The combination of tradition and contemporary 
was compelling. The traditional setting of the Dixon Gallery and Gardens seemed to 
consistently overshadow the contemporary works with only occasional exceptions. The 
dichotomy was a motif throughout the Present Tense exhibition. 
The eighty-four artists included in Present Tense: The Art of Memphis, 2001 – 
Now were selected from a large list of over three hundred artists and one-thousand 
artworks. The selection prompted discussion throughout Memphis art communities about 
exclusion and inclusion, curatorial selection, and larger conventions that shape the city’s 
visual arts culture.  
Many scholars have addressed this issue. Art writer Timothy W. Luke states in his 
book Shows of Force, “Artworks and art exhibitions…are always scripted out against a 
backdrop of larger cultural forces and political institutions.”1 Luke argues that artworks 
and exhibitions are used to reinforce a society’s ideals. He affirms that outside influences 
shape art exhibitions and reactions to them. 
Numerous texts in the fields of art history and especially museum studies address 
power contained within art and art institutions. Maurice Berger in his text How Art 
Becomes History: Essays on Art, Society, and Culture in Post-New Deal America asks 
questions about the origins of art history and argues from a post-structuralist perspective 
that the narrative depends not only on the historical context in which the art or, in the 
case of Present Tense, exhibition is created, but more specifically how the context 
influences the creators. Art on My Mind: Visual Politics by renowned writer and scholar 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Timothy W. Luke, Shows of Force: Power, Politics, and Ideology in Art Exhibitions, 
(London: Duke University Press, 1992), 228.  
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bell hooks also questions how art history is made and who makes it – these questions 
form the foundation for research about the Present Tense exhibition at the Dixon. Berger 
and bell’s theories began with post-colonial theories originated in works such as Edward 
Said’s Orientalism, which explored how the power of one group influences the culture 
and perspective of another group. The scholarship considers this to be a two-sided 
experience as well. The less powerful group also influences the culture and perspective of 
another group, though the results are often less obvious. 
Several museum studies anthologies include key essays important to the topic, 
including Harold Skramstad’s “An Agenda for Museums in the Twenty-first Century.”2 
Skramstad’s work illustrates the change in institutional perspective for museums 
including the concept of responding to diverse audiences with educational programming 
and exhibitions to build trust with communities who have generally been excluded. 
Similarly, Michael M. Ames’ essay, “Museums in the Age of Deconstruction,” studies 
institutional roles in influencing art and culture in contemporary society.3 While Ames is 
mostly approaching his arguments from an anthropological perspective, his main 
argument points to the pattern of groups, like women, Native Americans, and African 
Canadians, in search of equal rights and representation questioning authoritative 
institutions, like museums, about marginalized populations and how they are portrayed.  
Asking the questions “How is art history made in Memphis?” and “Who makes 
the art history of Memphis?” through the context of the Present Tense exhibition not only 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2  Harold Skramstad, “An Agenda for Museums in the Twenty-first Century,” in 
Reinventing the Museum, ed. Gail Anderson (New York: AltaMira Press, 2004), 118-132. 
 
3 Michael M. Ames, “Museums in the Age of Deconstruction,” in	  Reinventing the 
Museum, 2nd ed., ed. Gail Anderson (New York: AltaMira Press, 2004), 86 – 103. 
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provides an opportunity to survey artists, events, and critical discourse during the 2001-
2012 period of current art making, but also to discover underlying historical conventions 
which continue to shape art’s history in Memphis.  
The beginning of this section briefly introduced the juxtaposition of traditional 
gallery space and contemporary artworks. The theme carries throughout the paper, the 
latter often dictated by the former. It is found not only in the layout of Present Tense, but 
also in the artworks themselves. Perhaps it extends further into the artists and even 
Memphis. Convention shapes culture. But who establishes the traditions? Who shapes 
culture? Can art communities move beyond the grip of mainstream tradition? This thesis 
takes up Present Tense: The Art of Memphis, 2001-Now as a case study for exploring 
conventions found throughout the history of Memphis visual art and sheds light on some 
of those questions. 
To bring local voices to the scholarship, I conducted a series of interviews with 
key figures involved in the curation of Present Tense and within the extended Memphis 
art communities. John Weeden, the guest curator for the Present Tense exhibition, and 
Kevin Sharp, Dixon Gallery and Gardens Director were each interviewed as members of 
the curatorial committee. Artists who participated in interviews include Brenda Joysmith 
Bain, Dwayne Butcher, Hamlett Dobbins, Mary Jo Karimnia, Lester Merriweather, 
Greely Myatt, Cedar Lorca Nordbye, frank d. robinson, jr., and Tad Lauritzen Wright. 
Other participants were Robert Bain, gallery co-owner, writer and activist, Fredric 
Koeppel, art writer for the Memphis newspaper The Commercial Appeal, Dr. Keith Lee, 
arts administration researcher, Marina Pacini, Memphis Brooks Museum of Art Chief 
Curator, and Margarita Sandino, Dixon Gallery and Gardens Director of Education.  
5 
Weekly exhibition listings from editions of the Memphis newspaper, Commercial 
Appeal, with the focus on the Friday insert “Go Memphis” were consulted. For the period 
of June 2006 through December 2012, data was collected on exhibits in Memphis, 
exhibition locations such as museums, galleries and alternative spaces, exhibited artists, 
and reviews. Generalizations and averages on trends found in Memphis art exhibitions 
could be deduced by the statistics gathered for half of the years Present Tense 
represented. 
The analysis of Present Tense begins first with the history of the Dixon Gallery 
and Gardens and those involved in forming the institution as it shaped Memphis visual art 
history. In the second chapter, details of the exhibitions’ formation and composition are 
presented. The third chapter explores art and power in Memphis by identifying 
communities of artists in the city and the artists who compose the mainstream group and 
delves deeper into the demographic composition of Present Tense. The final chapter 
reviews dialog and controversy stemming from the Present Tense exhibition and searches 




“By filling the galleries with contemporary art of the last decade that’s local and 
regional, I think that’s a declaration. In terms of [the Dixon’s] importance for the local 
arts community, I think it’s immense. It gives a different venue for the display of 
contemporary art. Opening the Dixon to that is a significant move.” Fredric Koeppel, 
Memphis Commercial Appeal1 
 
The history of Memphis art institutions is fairly young. It begins not with the 
Dixon Gallery and Gardens, but with the Memphis Brooks Museum of Art. The makers 
of Memphis’ mainstream visual culture have traditionally been members of wealthy, elite 
circles of patrons donating their time, money, and private collections to the city. In the 
early 1900s plans to construct the first art museum resulted in the grand opening of the 
Brooks Memorial Art Gallery. The development of the museum was sponsored by the 
wealthy Neely family (particularly Mrs. E.A. Neely), Mrs. Bessie Vance Brooks (widow 
of Samuel Hamilton Brooks), and the Park Museum Association of Memphis. They were 
local arts enthusiasts hoping to make Memphis a city with a vibrant arts community. The 
artist called upon by Ms. Neely in the early stages of planning, Carl Gutherz, noted the 
importance of building a museum to create a Memphis aesthetic establishment so that the 
city could “take [its] place among the intellectual cities of this or any other country.”2 Of 
the mindset that art would be the distinguishing element of a city of culture, Mrs. Brooks 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Koeppel, Fredric. Interview by Jody Stokes-Casey. In-Person. Memphis College of 
Art, August 8, 2013. 
 
2 Gutherz, Carl, “Letter to E.A. Neely,” November 21, 1906. Kaywin Feldman, “Ever 
Heedful of the Future: A History of the Memphis Brooks Museum of Art,” in Collection 
Highlights: Memphis Brooks Museum of Art, ed. Kaywin Feldman et. al. (Memphis: Memphis 
Brooks Museum of Art, 2004), 9. 
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provided the means to open the museum in 1916 – in the midst of the Jim Crow Era in 
the South.  
Segregation prevented African Americans from contributing to and enjoying the 
visual arts history of Memphis on the same scale and in the same venues as European 
Americans. Segregation in the primary art institution led to a visual arts culture created 
by and for white citizens. Legal segregation is no longer a force dividing the visual arts 
communities of Memphis, but the historical ramifications have created conventions of 
inequality in Memphis’ mainstream arts communities that are still seen today.  
The Dixon was founded in 1976 in the bequest of Margaret and Hugo Dixon for 
the exhibition of their art collection, which consisted primarily of French and American 
Impressionism. They left their home, property, including seventeen-acres of carefully 
tended gardens, and art collection to be converted into a museum.3 A continuing theme in 
Western art history that is also true for Memphis, is the influence of philanthropy on the 
development of a museum and a city’s culture. The Dixon, as an institution founded by 
wealthy art collectors, promotes a particular aesthetic style – Impressionism.  
In the 1960s, a decade before the Dixon’s bequest was fulfilled, Daniel M. Fox 
wrote about philanthropy in art museums, stating “men of wealth and the representatives 
of the people” have been primary partners in establishing museums and demonstrate the 
patterns found in American cultural patronage. His book identifies and discusses the 
reason the wealthy donate their collections or funds as the urge to instruct the American 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3 After their passing, the Hugo Dixon Trust acquired a vast amount of 18th-century 
porcelain through a donation. The porcelain along with the Dixon’s paintings are all a part of the 
permanent collection of the museum. 
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people by presenting art and culture in order to promote a greater social state.4 Fox’s 
writing extends the sentiments of Carl Gutherz concerning the role of arts in the 
development of the city’s intellectual life and prestige. According to Fox, philanthropists 
believe the arts can elevate the intellectual and social well-being of the local community.  
While the Dixons were philanthropists in many respects, it cannot be stated for 
certain that Margaret and Hugo Dixon perceived their art collection to be intellectually or 
socially stimulating to the Memphis community. The Hugo Dixon Trust ensures that the 
Dixon Gallery and Gardens remains a private institution. Unlike the public Memphis 
Brooks Museum of Art, the Dixon Gallery and Gardens stands as a personal memorial to 
the Dixons, which also happens to be open for public visitation.5  
Contemporary art history professor and scholar, Anne Higonnet examines 
institutions like the Dixon, only of a larger scale. She asserts residential and private 
collection museums serve as monuments to the founder or founding couple and 
“memorialize their personal taste in art” as well as protecting their homes and the 
presentation of their collections through legal covenants.6 While their collection and 
residence have been important art historical resources for Memphis and a memorial to the 
couple, how the Dixons amassed their collection and the means to build the grand estate 
also factor into systems and conventions that influence Memphis art and culture. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
4 Daniel M. Fox, Engines of Culture: Philanthropy and Art Museums (Madison: The 
State Historical Society of Wisconsin, 1963), 10-26. 
 
5 “Hugo thought [leaving the home and gardens together as a museum] would be a fitting 
memorial to his wife.” Eric A. Catmur, “The Birth of the Dixon,” in Eric A Catmur, The Dixon 
Gallery and Gardens (Memphis: The Dixon Gallery and Gardens, 1996), 15. 
	  
6 Anne Higonnet, A Museum of One’s Own: Private Collecting, Public Gift (Penzance, 
United Kingdom: Periscope Publishing Ltd, 2010), 12. 
 
9 
Hugo Dixon was an Englishman whose family, “father and grandfather before 
him [were] leading figures in the Lancashire cotton industry.”7 The business was founded 
and grown from the “great triangular trade between the African slavers, the planters of 
America and the West Indies, and the merchants of Liverpool, Bristol, and London” that 
brought commercial expansion to Britain in the eighteenth century.8 While the 
Englishmen surely thought their hands were clean of anything so vile as slavery and even 
abolished the practice in 1807, they did not turn away from the opportunity for profit 
provided by the American cotton industry. Scholar Marika Sherwood noted that British 
businessmen and merchants, including those in the cotton industry, economically 
benefited from slavery and the slave trade until at least the 1880s.9 
Hugo Dixon continued the family tradition by partnering with one of the largest 
cotton brokerage firms in the United States, Geo. H. McFadden & Bro. He would later 
become the President of the McFadden firm and relocate the headquarters to Memphis, 
Tennessee – which is still the home of the largest cotton market in the world.10 The 
cotton business made Dixon, like many others, a wealthy man. 
Dixon decided he would build a residence with his wife Margaret, a native 
Memphian, in Memphis to represent his mercantile link between England and America 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7 George Plumtre, “Hugo Dixon and the English Country House,” in Catmur, The Dixon, 
22. 
 
8 Alfred P. Wadsworth, Julia De Lacy Mann, “Book 1: The Growth and Organisation of 
the Lancashire Textile Industries Before 1700,” in The Cotton Trade and Industrial Lancashire, 
1600-1780 (Manchester: Manchester University Press, 1965), 3.  
 
9 Marika Sherwood, After Abolition: Britain and the Slave Trade Since 1807 (London: I. 
B. Tauris, 2007), 26. 
	  
10 Wanda Rushing, Memphis and the Paradox of Place: Globalization in the American 
South (Chapel Hill: The University of North Carolina Press, 2009), 92. 
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and to feed his nostalgia for the homes of the English countryside.11 The country home, 
once a dominating reminder over the English landscape of wealth, power, the right to 
rule, and superior intelligence, was being built throughout American cities motivated by 
the builder’s desire to demonstrate “prestige, tradition, gardening, and sport.”12 The 
acreage surrounding the neo-Georgian Revival-style home was meticulously gardened 
and designed in the style of traditional English country gardens. The residence and 
gardens combined with the art collection were meant to be a “pleasing aesthetic whole” 
built upon European traditions.13 While it cannot be stated with certainty that Dixon’s 
construction of the estate, completed in 1942, was entirely nostalgic or a desire to 
demonstrate his success in business, the traditional reasons for building such a home do 
connote the homeowner’s power. 
In many cases throughout history and certainly for Memphis art history, those in 
power often influence culture.14 This notion has been explored in countless scholarly 
texts in museum studies and post-colonial theory. More recently the idea was discussed in 
Gary Younge’s essay “The Margins and the Mainstream.” Younge wrote, “The means by 
which things are categorised as core or marginal is shaped by who has the resources and 
capacity to frame that discussion with all the limitations inherent and implied in that state 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11 Plumtre, “Hugo Dixon and the English Country House,” in Catmur, The Dixon, 22. 
 
12 Clive Aslet, The American Country House (New Haven, CT: Yale University Press, 
2004), 24. 
 
13 Plumtre, “Hugo Dixon and the English Country House,” 21. 
 
14 One of the earliest and most notable texts addressing notions of power dictating culture 
is Edward Said, Orientalism (New York: Vintage Publishing, 1979). Said explored how the 
Western views of “The Orient,” determined how those in power in “The Orient” viewed 
themselves. Memphis art history is a microcosm of this notion. Those influencing culture in 
Memphis are the patrons and the art institutions.  
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of affairs.”15 In relation to Younge’s quote, the Dixons held the resources that helped 
shape the visual arts culture in their community. As such, the Dixon residence began as 
an icon of power, luxury, and wealth. 
 In addition to demonstrating authority through the manor and gardens, the 
Dixons influenced Memphis culture, especially visual, by promoting their particular 
interest in French and American Impressionism. Whether or not the Dixons were 
conscious of this is unknown. Undoubtedly, the dedication of their possessions to be 
turned into a museum was not of malicious or selfish motive, but the gesture does reflect 
traditions of a colonial state of mind – where people in power impose their ideas onto the 
culture of a place or people.  
The couple served the Memphis community by fostering the arts through multiple 
venues including Rhodes College and the Brooks Museum.16 In fact, Hugo Dixon was the 
president of the Board of Trustees of the Memphis Brooks Museum of Art, which is the 
oldest art museum in Tennessee, and the oldest and largest encyclopedic museum in the 
mid South.17 Dixon donated nine of his paintings to the Brooks during the years 1956 and 
1964.18 This institution was formed during the era of Jim Crow segregation laws; as such 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
15 Gary Younge, “The Margins and the Mainstream,” in Museums, Equality, and Social 
Justice, Richard Sandell and Eithne Nightingale, editors (New York: Routledge, 2012), 109. 
 
16 In 1970, Dixon gave funding for the art wing of Clough Hall at Rhodes College in 
Memphis. There is a plaque on the wall to commemorate the donation. 
 
17 This statement is often used for press releases and marketing material from the 
Memphis Brooks Museum of Art and can be seen on “Press Room,” Memphis Brooks Wine and 
Food, accessed March 8, 2014. The statement was also confirmed in an interview conducted with 
Chief Curator at the Memphis Brooks Museum of Art, Pacini, Marina. Interviewed by Jody 
Stokes-Casey. In Person. Memphis Brooks Museum of Art. July 10, 2013. 
 
18 Eric A. Catmur, “The Birth of the Dixon,” in Eric A. Catmur, The Dixon Gallery and 
Gardens (Memphis: The Dixon Gallery and Gardens, 1996), 17. 
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African Americans were not allowed to visit the museum in Memphis’ Overton Park 
except on Thursdays.19 The Memphis Brooks Museum of Art and Overton Park were not 
desegregated until December 1960.20 Consequently, the artworks Hugo Dixon so 
generously gave the Brooks were not accessible to all.  
The Dixon as a private museum was opened to the public in 1976 after the Civil 
Rights Movement had disbanded segregation. It has never been a segregated institution. 
Over time, the museum’s staff has made progress toward developing not only the 
collection, but also the relevancy of the museum to a diverse group of Memphians. Dixon 
audiences have been accustomed to exhibitions on Impressionism as this movement 
provides the foundation for the museum’s permanent collection. Exhibitions in the past 
have included various themes from the Eighteenth Century to Old Masters like 
Rembrandt and Rubens. However, throughout the course of several years, Dixon 
directors began to experiment with the exhibition of artworks from more modern 
periods.21 In 2007, Kevin Sharp became the director of the Dixon and brought with him a 
love of exhibiting local artists from his prior directing experiences.22 In an interview, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19 Joanne Self Selvidge, The Art Academy: A History of Memphis College of Art. Film. 
True Story Pictures, 2013. 
  
20 Kaywin Feldman, “Ever Heedful of the Future: A History of the Memphis Brooks 
Museum of Art,” in Collection Highlights: Memphis Brooks Museum of Art (Memphis: Memphis 
Brooks Museum of Art, 2004), 15. 
 
21 Exhibitions prior to Sharp as the Dixon director included, "Visualizing the Blues: 
Images of the American South, 1862-2000," in 2000; "Margaret Bourke-White: The Photography 
of Design, 1927-1936," in 2006, and "Blue Dog: The Art of George Rodrigue" in 2007. Koeppel, 
“Dixon’s new Director,” in The Commercial Appeal. 
 
22 Prior experiences were as curator of American art at the Norton Museum of Art in 
West Palm Beach, Florida (1998-2003) and director of visual arts at the Cedarhurst Center for the 
Arts in Mount Vernon, Illinois (2003-2007). See Fredric Koeppel, “Dixon’s new Director,” The 
Commercial Appeal, October 23, 2007, Accessed February 22, 2014. 
http://www.commercialappeal.com/news/2007/oct/23/time-for-a-change/?print=1. 
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Sharp explained his interest in arts administration stating, “I got into this thing in the first 
place, because I like the art of my own time and mostly my own place.”23 A gallery full 
of Impressionist period work seems off-point for someone interested in the work of his 
own time and place, but Sharp’s background is in nineteenth-century American art and 
the Dixon had already begun to veer from its Impressionist and Post-Impressionist 
exhibition rotation providing an opportunity for experimentation in more current art 
movements.  
Sharp continued to honor the museum’s Impressionism foundations with traveling 
exhibitions rotated through the main galleries, but he also began to bring in a new kind of 
audience to the Dixon through lower-budget, original exhibitions generated on-site.24 By 
attending openings at commercial galleries and alternative spaces, Sharp became even 
more interested in the various art communities of Memphis and decided to dedicate two 
small galleries in the Dixon, the Mallory and Wurtzburger, to showing contemporary 
local artists. According to Sharp, the shows are small, but “incredibly successful” 
generating a “tremendous response” with high attendance and comparable press coverage 
to main gallery exhibitions. The success of these shows and the new audiences being 
reached prompted Sharp to think “bigger” and inspired him to reach toward a more 
encompassing exhibition.25 His ideas began the framework for what would become one 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
23 Sharp, Kevin. Interviewed by Jody Stokes-Casey. In Person. Dixon Gallery and 
Gardens. July 19, 2013. 
 
24 Fredric Koeppel, “Dixon Gallery and Gardens seeks new audiences; retools image, 
mission,” in Commercial Appeal, February 13, 2011. Accessed February 22, 1014. 
http://www.commercialappeal.com/news/2011/feb/13/rediscover-dixon/?print=1.  
 
25 Sharp, Kevin. Interviewed by Jody Stokes-Casey. In Person. Dixon Gallery and 
Gardens. July 19, 2013. 
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of the largest exhibitions featuring local, contemporary artists at the Dixon Gallery and 
Gardens. 
By around 2009, Sharp had made acquaintance with the director of the Memphis  
UrbanArts Commission, John Weeden. Weeden’s background is in contemporary art and 
curating. At the UrbanArts Commission he worked with artists to organize public art 
works and installations throughout Memphis. His familiarity with Memphis art 
communities and knowledge of cultural institutions and artists in the city is extensive. 
Sharp began discussing the possibilities of a large contemporary Memphis show with the 
Dixon staff in early 2009 and recruited Weeden to be the guest curator for what would 
come to be known as Present Tense.  
There have been few attempts to organize an art exhibition highlighting Memphis 
artists on such a large scale. In 2007, the Memphis Brooks Museum of Art hosted an 
exhibition called Perspectives, which featured eighteen contemporary artists working 
within a three hundred-mile radius of the city.26 This exhibition received a review by 
Fredric Koeppel in The Commercial Appeal, but the show did not have the impact on arts 
discourse generated by Present Tense. Before Perspectives, the Brooks hosted Brooks 
Biennial in 1992 and 1994 and featured artists from Tennessee, Mississippi, and 
Arkansas. The Art Museum at the University of Memphis partnered with Delta Axis in a 
series of four exhibitions with the goal of increasing awareness of regional artists inside 
and beyond the Mid-South. Called MAX, the exhibitions were selected from artists’ 
submissions by a visiting curator outside of Memphis and had very open criteria beyond 
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selection. The exhibit was reviewed by Fredric Koeppel, “Geography Blurs the Lines of Art,” 
Commercial Appeal, July 27, 2007. 
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the requirement that a “majority of the artists selected live and work in the tri-state region 
around Memphis.” 27 While the shows were carefully curated and inclusive of regional 
artists, none of these exhibitions sought to be as local or as encompassing as Present 
Tense. 
Present Tense was a landmark exhibition in the history of Memphis art and the 
works in the exhibition provided insight regarding artistic philosophies throughout the 
city. The exhibition simultaneously showcased the great number of working Memphis 
artists and, at the same time, highlighted the exclusionary nature of tight-knit art 
communities in the city. 
Memphis visual culture is fraught with paradoxes and the same is true for the 
patrons and workers who play leading roles in the making of it. Margaret and Hugo 
Dixon themselves with all of their good intentions still amassed their beloved collection 
and fortune from the twentieth century cotton industry with its indelible roots in the 
history of slavery. At least initially, their works donated to the Memphis Brooks Museum 
of Art were unable to be seen, should they have wanted to see them, by the majority of 
Memphis’ population – African Americans. The home in which the Dixons lived and 
eventually donated was built upon traditions of superiority and prestige; opening the 
manor as a publicly accessible space begins to break the cycles of elitism, but still asserts 
a colonial frame of mind and influences the visual arts culture of the surrounding 
community.  
As the Dixon Gallery and Gardens changes and progresses, directors, particularly 
Kevin Sharp, lead the museum toward serving a more diverse audience. While the Dixon 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27 Leslie Luebbers and James K. Patterson, “Forward and Acknowledgements,” Max: 03, 
(Memphis: The Art Museum at the University of Memphis, 2003). 
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staff works to honor the Impressionist charter of the museum, they also are realizing and 
encouraging changes to support local and contemporary artists, as well as more 
effectively meeting the needs of the surrounding community. Guest curator John Weeden 
was working to give credence to as many Memphis artists as possible in this single 




THE PRESENT TENSE EXHIBITION 
“Memphis is a mercurial place. Composed of equal parts grace and grit, it is ultra-
modern in one moment, old fashioned in the next. Its eccentricities, contradictions, and 
aspirations compose a crucible of cultural production known the world over for its 
uninhibited creative authenticity. Present Tense offers a selection of contemporary artists 
that have contributed to this exceptional condition through their various practices.” 
 –John Weeden Present Tense curator’s essay1  
 
By 2010, Kevin Sharp had become acquainted with Jim Meeks, a managing 
partner for Northwestern Mutual-Memphis. Meeks had worked with Vita Brevis Arts 
Bureau, John Weeden’s art advising firm, to turn new office spaces into a gallery of 
notable artworks. Meeks used his interest in art as motivation for providing financial 
backing to the Dixon for their planned exhibition of contemporary Memphis art.2 With 
the backing of Northwestern Mutual-Memphis and private supporters, Rose M. Johnston 
and Irene and Joe Orgill, the Dixon staff was able to secure a calendar date and begin to 
organize the exhibition. 
Present Tense: The Art of Memphis, 2001-Now opened on February 3 and ran 
through April 14, 2013. The Dixon Gallery and Gardens’ permanent collection of 
primarily French and American Impressionist paintings was on-loan to other museums 
for the duration of the Present Tense exhibition. Normally, the residence portion of the 
museum is presented with the furnishings, decorative objects, and the prized art 
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Mar., 2013): 1. Print. See also Jonathan Devin, “Jim Meeks: Managing Partner, Northwestern 





collection as it was when the Dixons were using it as their home. With the art on tour, the 
rooms were emptied and available for the Present Tense installation. Present Tense filled 
the Dixon gallery spaces, grounds, and gardens with ninety-one artworks produced 
between the years 2001 and 2013 by eighty-four artists primarily from Memphis.  
While there is no concise statement presenting the goals and mission of Present 
Tense, articles, interviews, and the exhibition’s website, now offline, provide quotes 
about the objectives of the exhibit from the show’s curatorial team – Kevin Sharp, John 
Weeden, and Julie Pierotti.3 When asked about the initial goals for the exhibition, John 
Weeden, guest curator of Present Tense, discussed his and Dixon director Kevin Sharp’s 
desire to create an exhibition that would, “make [the Dixon] more relevant and more 
engaged with the local community,” through the exhibition of local, contemporary art and 
the creation of educational opportunities for the Dixon’s patrons.  
Weeden compared Present Tense to the gradual process of learning a new 
language. Traditionally, the Dixon had not exhibited many contemporary works. The art 
selected for Present Tense would be used as basic building blocks for introducing an 
audience to local contemporary art practice. In this way, Present Tense could, as Weeden 
suggested, “lay the foundation” for exhibiting more avant-garde works at the Dixon in the 
future while unveiling the complexity and dynamism of current Memphis art.4  
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4	  Jody Stokes-Casey, “Thursday Think: Interview with John Weeden,” The Electric Beef 




Kevin Sharp the primary figure in the organization of the Present Tense 
exhibition stated, “What I wanted to do more than anything, was to introduce the arts 
community to the community of Dixon’s supporters and members.” Later in our 
interview he mentioned his desire for audiences to, “come away with at least a snapshot 
idea of the culture of Memphis artists between 2001 and 2012.”5  
When interviewed on local news station WREG News Channel Three, Julie 
Pierotti, associate curator at the Dixon, confirmed the above statements by Weeden and 
Sharp with, “We wanted to bring to light to our visitors and the whole Memphis 
community the wonderful art that is being made right here in Memphis.”6 With three 
iterations of the desire to use Present Tense to introduce the audiences of the Dixon 
Gallery and Gardens to the contemporary works being made in Memphis, it seems this is 
the primary goal of the exhibition. 
During the initial stages of planning for Present Tense, the curatorial team made 
several contacts to curators, presenters, gallerists, and others to begin a list of artists and 
works to be considered. The ambiguity of the “of” in the exhibition’s full title, Present 
Tense: The Art of Memphis, 2001 – Now, would later become a source of controversy as 
the curators did not address the particulars of its meaning. It was unclear if the work was 
created by Memphis born, educated or practicing artists, if the art was made in Memphis, 
or if the art had been shown in Memphis during this period. While Memphis artists seem 
to have been the main eligible group, the curators also included artists who had only 
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Gardens. July 19, 2013. 
 
6 Nancy B. Allen, “Present Tense: The Art of Memphis from 2001-Now,” News Channel 




participated in residency programs within the timeframe and who made work in or about 
Memphis. The preliminary list of eligible artists included over three hundred names. 
Working from that list, Weeden began scouting, researching, and visiting studios. With 
assistance from the Dixon’s on-site curator Julie Pierotti and Director Kevin Sharp, 
Weeden began to select artists and works for the exhibition with the criteria being a 
“moving target.”7 He explains: 
It was partially what we thought was really well made, really well executed, [and] 
really well thought out. Sometimes all three of those came within one person…In 
other cases there were [artists who] were very prolific and influential arbiters of 
the cultural scene. They were teachers, talkers, do-ers, and they needed to be 
recognized, because their influence changed the outlook of all of these other 
artists…8 
 
Weeden’s explanation also emphasizes the importance of “who” the artist is in relation to 
this curatorial process. It seems the artist was more important than the artwork in many 
instances of the curatorial process – creating the crux of debate and controversy that 
surrounded the Present Tense exhibition and encouraged discourse on Memphis art.  
The extensive list of initial artists was eventually condensed to eighty-four 
individuals and ninety-one artworks representing the past ten years of contemporary art in 
Memphis.9 Collapsing a list of three hundred works into an exhibit of ninety-one pieces 
was a significant curatorial challenge destined to be questioned and criticized.  
Ultimately, the works were meant to fulfill a goal of the exhibit, to introduce the 
audiences of the Dixon Gallery and Gardens to the contemporary works being made in 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7 Jody Stokes-Casey, “Thursday Think: Interview with John Weeden,” The Electric Beef, 
April 4, 2013, Accessed February 22, 2014. 
 
8 Ibid  
 
9 The total of ninety-one artworks includes series, triptychs, and diptychs as one item; 
separated out there were one hundred eighteen works in the exhibition. 
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Memphis. Such an introduction was meant to be gradual, slowly merging contemporary 
art with the Dixon’s traditional presentations. To meet this objective, the team decided to 
format the exhibition chronologically. The works in Present Tense were arranged 
throughout the galleries by year beginning with 2001 and ending with works from 2012. 
Within each gallery, a timeline didactic of vinyl lettering was adhered to gallery walls 
near groups of work.  
The timeline, as seen in Table 1, included significant events from 2001 thru 2012, 
which occurred not only locally but nationally and globally. For example, 2001 sites the 
World Trade Center attacks and the announcement of the new chief curator at the 
Memphis Brooks Museum of Art among other events. Some African American art groups 
are mentioned in the timeline including the NIA artists’ collective, the opening of the 
Hattiloo Theatre, the ten-year anniversary of the Joysmith Gallery, and the twenty-year 
anniversary of the South Main Art Village gallery. The Dixon exhibition Memphis Vive: 
Latino Art in the Mid-South was also mentioned, providing reference to another vibrant 
minority arts community. The timeline approach provided traditional Dixon audiences 
with an organizational method and an entryway for interpreting the works.10  
The artworks in the exhibition were mostly created with conventional media and 
two-dimensional. In fact, sixty-seven percent of the works fell under the category of 
painting, which could be sub-divided into groups based on subject matter in descending 
order from largest to smallest – abstract, figurative/portraits, landscape, still life, 
illustrations, and conceptual. Fifteen percent of the works were sculptures created from 
metal, wood, ceramic, glass, and marble. Ten percent of works were photography 
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including portraits, still-life, and landscape as subject matter. Representing new media 
were four video art pieces displayed on two flat-screen televisions and a display cube 
composed of LED lights working with a microcontroller to create animations (four 
percent of the total). Finally, there were three installation works – two in the galleries that 
could also be considered large-scale sculptures and one site-specific work on the grounds 
– making up two percent of the works in the show. There were no performance 
pieces/non-object pieces or multi-disciplinary collaborative projects included in the 
exhibition. 
There is no catalog to document the exhibition. The works and didactic 
information were made available through a published website, but after one year, the site 
was taken offline. The following descriptions are meant to reconstruct the physicality of 
the exhibition in the Dixon galleries by taking key works and distinct spaces into 
consideration. The descriptions of the works’ subject matter comes primarily from the 
didactic labels beside the works and from the Present Tense website. Table 2 features the 
artist’s name, title, size, media and thumbnail image of their work to aid in the 
description of the exhibition. A few works have been considered using observation and 
analysis as they are particularly relevant to the narrative of this research. 
The Dixon is an estate that was turned into a museum in 1976 and is complete 
with its original crown molding, hardwood floors and pastel paint colors adorning the 
walls. The traditional, decorative style and finishing materials are features of newer 
additions to the museum as well as the estate. Visitors begin their tour by entering the 
newer construction and walking their way through galleries, which ultimately end in the 
old residence. Its seventeen acres of gardens, originally planted by the Dixon family, 
23 
have been continually cared for and tended. Several sculptures and one installation work 
were placed throughout the grounds during the run of the Present Tense exhibition in 
addition to the sculptures and fountains that normally occupy the space.  
Cat Peña’s site-specific installation How Will You Treat Me? used signs, a clearly 
marked pathway as seen in Figure 1 to guide the viewer through the Dixon gardens. In a 
small green house imprinted with the title of the work, Red Cedar saplings encourage 
them to recognize their role as a caretaker of nature. Figure 2 illustrates this. Peña used 
contemporary art to connect viewers with nature, which also addressed the Dixon’s 
mission, based on the Dixon family’s values, to “preserve, display, and interpret art and 
horticulture.”11 Her work was the most current piece in the exhibition as it was created in 
2013 explicitly for the show and the established outdoor space. 
The first gallery of the Present Tense exhibit was in a short narrow hallway to the 
right of the guest services desk. Inside were works created in the year 2001. Hamlett 
Dobbins’ non-objective piece Time Shows (he begins to think about time) and Veda 
Reed’s painting Sun Rays at Twilight, both non-representational works by artists were 
featured also in the last gallery spaces of the exhibit. Lamar Sorrento’s acrylic on panel 
piece, Big Star, provided the most contrasting work in this gallery as compared to the 
artwork typically on display at the Dixon. First, the artist is self-taught and paints with a 
folk style. With only one other self-taught artist in the exhibit, Sorrento’s inclusion in the 
Present Tense exhibition demonstrated a break in accepting only academically trained 
artists into the museum space. Next, the subject matter of the work is contrasting to the 
softer scenes found in most Impressionist works as this painting features a disbanded, but 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  




local power-pop music group standing in front of a grocery store – each sharing the name 
of the title of the work. While most of the other paintings in the space favored softer color 
schemes and non-representational subject matter, this figural work with its saturated 
tones and self-taught style introduced to the viewer the juxtaposition of traditional and 
contemporary that Present Tense embodied for the Dixon. 
The next gallery, still within the newer additions to the museum, is a large, 
carpeted space with dark blue walls, and is dimly lit. During Present Tense, it contained 
works ranging in date from 2002 to 2005. There were a few pedestals to the right 
featuring sculptural works by John McIntire, Joyce Gingold, and Brian Russell and a 
large wall in the center of the gallery featuring the 2002 painting, 9 – 1 – 1, by Jan 
Hankins. His painting addressed the events of September 11, 2001 and the subsequent 
wars through abstract overlaid images of flames, a wolf barring its fangs, and drawings 
reminiscent of engineering plans. The bold oranges and reds of the painting 
complimented the blue of the walls and invited viewers to enter the space. The work was 
also a reaction to a specific event, which was notated on the timeline in the previous 
gallery reinforcing the exhibit’s linear narrative.   
Around the space, in chronological order were large, sometimes shocking, 
abstract paintings. A few of the works featured slightly grotesque subject matter – one by 
Larry Edwards featuring green faces burning in a lake of fire and being shunned by a 
judgmental pointing hand in the upper portion of the composition. The other work by 
Colin McLain contained a figure whose nervous system and parts of his muscular system 
are visible as if being artistically autopsied –the didactic label stated the artist was 
responding to an article about the death of painting and decided to make a pun.  
25 
The softer subject matter of simplified figures of children catching fireflies under 
a full moon painted by NJ Woods created a balance to the surreal and disquieting 
paintings of Edwards and McLain. Woods’ inclusion in Present Tense was also a 
declaration of change for the Dixon. Like Sorrento, Woods is a self-taught artist and 
representing a slight shift away from academic art. Along with being self-taught, Woods 
represents two exceedingly rare demographics. She is African American and a woman. 
Artists like her, before this point in the Dixon’s history, have often been underrepresented 
if not completely excluded from displaying their work in art exhibitions. Her inclusion 
echoed the recent efforts by Sharp to diversify the demographics of artists exhibited at the 
Dixon. 
A few pieces in this particular gallery caused criticism of the curatorial team and 
questioned the criteria for inclusion in Present Tense: The Art of Memphis, 2001 – Now. 
The artworks in question were two large photographs by Nikki S. Lee and England’s Paul 
Graham and a video piece by Irishman Declan Clarke. In a separate gallery, James Clar’s 
3D Display Cube also came into question. Though the pieces were made in Memphis, as 
Memphis artists Dwayne Butcher and Hamlett Dobbins pointed out, the artists were not 
from Memphis.12 Lee and Clar were particularly criticized inclusions, because their 
works, as Dobbins stated, “could have been made anywhere,” while the works by 
Graham and Clarke responded more to Memphis and the idea of place. Nonetheless, all 
of the artists shared in common participation in residency programs in the city. 
Undoubtedly, this was the reason they were included in Present Tense.  
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Art. May 29, 2013. and Dobbins, Hamlett. Interviewed by Jody Stokes-Casey. In Person. Material 
(2553 Broad Avenue Memphis). August 9, 2013.  
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In the corner of two galleries, television monitors were mounted and looped video 
pieces. The treatment of video works was a point of contention for many critics of the 
show who felt the monitors playing multiple pieces with only faint audio were not an 
acceptable way to exhibit video art. Artist Dwayne Butcher particularly criticized the 
management of these pieces and pointed to it as an example of how “traditional and 
conservative” the Memphis art scene is stating, “people don’t know how to respond to 
any art that is out of the ordinary, like new media…” He continued by noting that the 
curatorial choice to display four videos on two small screens disregarded the way the 
work should be treated when on exhibit.13 Certainly space was a large factor for 
consideration in this choice, but the decision to use the galleries for paintings versus new 
media, demonstrated the inclination toward conventional art materials.   
The next exhibit space featured an assortment of works from the years 2003-2007. 
One of the key works in this space was the piece Deathwish by Tad Lauritzen Wright. 
The work featured a word-search puzzle of artists who had made the cover of Art Forum 
between 2000 and 2006 to address competition, jealousy, and self-ambition among 
professionals in the field. The word-search panels sat directly below a stylized skull and 
crossbones. The shockingly large work, three canvases combined to ninety-six inches 
squared, reminded the viewer of the contrasting traditional setting and contemporary art. 
To the right and running parallel to the gallery with Lauritzen Wright’s work was 
another space representing works from 2005 -2007. Centered on the back wall was 
Greely Myatt’s Three Scrub Boards from 2006 made of broom handles. The piece was 
one of two works by Myatt featured in Present Tense and is indicative of the artist’s early 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 Butcher, Dwayne. Interviewed by Jody Stokes-Casey. In Person. Memphis College of 
Art. May 29, 2013. 
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style and interest in the work of self-taught artists. The second piece was a focal point in 
the gallery representing works from 2009. Called Silver Lining, the piece took the form of 
a traditional quilt, but was constructed from aluminum signs. Myatt’s work addressed the 
contrast of old form with new media, as well as the slow and careful process of creating 
artwork with signs that are generally used to indicate fast movement and quick pace. 
Within this artwork ideas of traditional and contemporary, converge continuing the motif 
found throughout the Present Tense exhibit. 
To either side of Myatt’s Three Scrub Boards were smaller paintings. On the left, 
221b a figural painting by Jed Jackson from 2007—08, displays a scene of privilege – a 
violinist plays to a man in a top hat and tuxedo as they stand in front of an ‘exotic’ 
Moroccan inspired fireplace and padded leather chairs. Mystery and suspense are invoked 
as the man in the top hat raises his match from lighting a bundle of dynamite. According 
to its label, the piece is a fantasy fulfilling the artist’s own desires to live in the realm of 
the fictional detective, Sherlock Holmes.  
Directly across from Jackson’s work, Last Glance, a mixed media piece by 
Anthony Lee pairs an African American mother and daughter with vibrant colors and the 
iconic Memphis—Arkansas interstate bridge. Similar to Jackson’s work, the figures in 
Last Glance present a mystery – whether they are arriving or leaving is unclear. Unlike 
Jackson’s work, Lee’s piece is less fantastical as the subjects are taken from archival 
imagery of African American families and the setting is recognizably local. It is 
interesting to consider that the work of Jackson, a European American artist with 
foundations of conventional art practice for support, explores fictional scenes of 
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privilege. In contrast, Lee, an African American artist who rejected traditional, academic 
training, explores events of living experiences.14 
The majority of one wall in the gallery of the Dixon dedicated to works from 
2008 featured a series of six photographs by the artist Tam Tran. The subject of the 
photographs is Tran’s nephew playing in a suburban backyard. The emphasis on her is 
due to her participation in the 2010 Whitney Biennial in New York. Tran provides an 
interesting case for exploring Memphis artists whose careers have become well known 
beyond the local scope. Mostly, these artists, including William Eggelston, Caroll Cloar, 
Burton Callicott and others, begin with connections to the academic art communities in 
Memphis before growing their careers by exhibiting in or being represented by New 
York galleries. Tam Tran studied communications at the University of Memphis and was 
not involved with the art department. In her case as opposed to many artists in Present 
Tense, the New York connection was more significant than her ties to local art 
communities.15  
Along the gallery wall between Ben Butler’s wooden sculpture installation, 
Cloud, and Jay Crum’s large illustration titled Second Nature, French doors stood open 
inviting guests to enter the residence portion of the Dixon. Framed by the doors is a 
mantel above which an Edgar Degas work on paper usually hangs. During Present Tense, 
the Degas was replaced by Figure 3, Clare Torina’s large 2010 painting, Vision Quest 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14 A biography of the artist featured on artjaz.com, narrates Lee’s rejection of an art 
scholarship in favor of military service. The story was also told on the Present Tense label for this 
piece. “Artist Bio,” ArtJaz, accessed March 11, 2014, 
http://www.artjaz.com/artists/anthonylee/#top.  
 
15 Ideas and notions generated through emails and in person conversations with Dr. Leslie 
Luebbers. Director of the Art Museum at the University of Memphis, January through March 
2014. 
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featuring a lady covered in fur clothing and a large fur headpiece. Only her rouged lips 
are visible. Behind her is a rendering of Thomas Cole’s 1836 work View from Mount 
Holyoke, Northampton, Massachusetts, after a Thunderstorm (the Oxbow). Art writer 
Fredric Koeppel pointed to Torina’s “large, ambiguous, and fairly terrifying” piece as a 
moment of drama in the French-door framed entry way. The piece in its place continued 
the motif of the contrast between traditional space and contemporary works. 
The next space of the exhibition was the Dixon family’s sitting room. The room is 
almost always complete with furniture and the Impressionist paintings from the Dixon 
family’s collection, but since the permanent collection was on loan, no furniture filled the 
space. In fact, in place of the Dixon’s sofa stood an eight-foot by seven-foot ceramic 
sculpture/installation by Andrew James Williams called Trunk of Life made in 2012.  
Two enormous paintings, one oil on canvas by Hamlett Dobbins called Untitled 
(for I.V./G.L.M./T.L.W.) from 2010 and the other mixed media work on paper by Kong 
Wee Pang called Extrovert from 2006 filled one wall in the space. Over the mantel in this 
room hung Nick Peña’s 2011 painting What Lies Beneath (Slow Creep) exploring 
geological phenomenon with complimentary colors, patterns and silhouettes. Another 
painting in the space between two large windows was Alex ‘Warble’ Harrison’s 2011 
painting of eccentric Memphian Prince Mongo riding a pink and blue version of the 
University of Memphis’ mascot, a tiger. The background is full of swirls, stars and 
spaceships bringing whimsy and lightheartedness to the space. Each of these works 
provided bursts of color and contemporary style to the traditional residential room. 
 In contrast to these colorful and whimsical works, in a corner gallery of the pastel 
green room with white chair rail trim stood Elisha Gold’s piece Darkness can’t drive out 
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darkness, only light can do that. Taking its title from a Dr. Martin Luther King, Jr. quote 
and its form from a jagged survival knife, the nine-foot tall work ominously overlooks 
the room. A white neon light contours the back of the piece, attempting to bring light 
forward as seen in Figure 4. The light reflects on a windowpane in the Dixon sitting 
room, but is only noticeable if the sky outside is dark. Gold’s work signals juxtaposition 
between the art and the exhibition space, but hearkens to deeper meaning of the history of 
Memphis – racial tensions and the assassination of Dr. King. During museum hours on 
clear days the sun shines through the window lessening the impact of Gold’s statement. 
The layout of the gallery does not intentionally disregard the artistic meaning behind the 
work. It is simply green-pastel painted room with a sunny window – the way it has 
always been. Perhaps these contemporary works amidst the traditional space also provide 
a metaphor for comparison to not only Memphis art, but also Memphis life – after 
traditions have been upheld, then commentary on social change can be expressed. 
Honoring traditions before change has played a part in creating conventions which have 
shaped Memphis’ visual culture. 
Works in two other gallery spaces completed the Present Tense exhibit – the 
Dixon dining room, which also had all of the furniture removed, and the manor’s 
entryway where the stairs leading to the upper floor of the home, where the museum 
administration offices are now located. The built in china cabinet of the Dixon’s dining 
room contained a series of nineteen small works on paper by Elizabeth Alley instead of 
the ceramic dishes it normally houses. On the floor in the space were two stacks of what 
appear to be black hula-hoops, which according to the label contain water. This work, 
Swirl by Teri Jones, was intended to be used by the audience as hula-hoops. The water 
31 
inside would have made sounds when the hoops were used and encouraged visitor 
participation. In the traditional setting of the Dixon, it did not appear audiences felt 
comfortable touching, much less playing with the artworks exhibited, because 
conventional museum practice strictly adheres to a no touching policy for the 
preservation of the objects. Upholding the tradition in this case created a missed 
opportunity and did not allow for the full potential of this artwork to be experienced.  
The juxtaposition of traditional setting including norms and behavior associated 
with it, and contemporary work, which more often than not questions those very norms 
and expectations, provide an interesting ingress to explore the history of Memphis art. 
The contrast created drama and fulfilled John Weeden’s statement in the epigraph, 
“[Memphis] is ultra-modern in one moment, old fashioned in the next.”16 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  





ART AND POWER IN MEMPHIS 
“Art in Memphis to my knowledge has never been representative of the population of 
Memphis. It has never been fair to the population of Memphis. It has never been for the 
population of Memphis.” – Robert Bain, Director of Joysmith Gallery 
 
Contemporary scholarship and practice in both museums studies and art history 
place an emphasis on recognizing the artistic contributions of diverse groups and 
identifying and correcting marginalization. Although the foundations of Memphis art are 
based on segregation and inequality, contemporary efforts are being made to improve 
diversity in art institutions. Through hosting and creating Present Tense: The Art of 
Memphis, 2001-Now, the Dixon Gallery and Gardens opened its museum and its 
traditional audiences to the world of local contemporary art. Yet, old systems of 
inequality, while improving and changing, run much deeper throughout society, 
impacting more than just the arts. Present Tense provides an opportunity to explore the 
effects of a foundational system of segregation on the visual arts of the city. 
It is critical to note that the intentions of John Weeden, Kevin Sharp, and the 
Dixon Gallery and Gardens staff were to be considerate of diversifying artists chosen for 
the Present Tense exhibition. In fact, the vision statement of the Dixon includes the goal 
of, “creat[ing] intellectually and sensually rich experiences for the widest possible 
audience.”1 As seen in exhibitions hosted at the institution and stated by Sharp and 
Margarita Sandino, Dixon Gallery and Gardens Education Director, the Dixon supports 
and encourages diversity through exhibits, programming, and interpretation. The Dixon 
has expanded its charter, exhibitions calendar, and educational programming to 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 “Mission and Vision,” Dixon Gallery and Gardens, Accessed February 24, 2014, 
http://www.dixon.org/missionvision. 
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accommodate new and diverse audiences. Present Tense curator John Weeden 
commented:  
There is no one art world within the universe or within Memphis itself. There are 
various communities within this city. They all generate activity and have a 
concatenate effect to build momentum to make all this verve and energy and 
possibility happen. Sometimes they overlap. Sometimes they have connections 
and correspondence with each other. Sometimes they work in complete isolation 
with one another, but they're all valid and all important.2  
 
Weeden’s quote articulates the diversity found within Memphis visual art and the 
complications which may arise when defining and identifying all of the arts communities. 
His last sentence validates and acknowledges all artists working in Memphis regardless 
of the communities to which they belong. Weeden further stated, “We [the curatorial 
team] were trying to give equal say, equal show space, and equal validity to very diverse 
forms within the contemporary moment.”3 
The term “mainstream arts community” is used within the context of this research 
to identify the prevailing individuals and institutions working within the visual arts. 
Within the mainstream community, artists may belong to sub-communities such as 
commercial or gallery, academic, and non-profit. As Weeden mentioned, many of the 
communities overlap. To demonstrate this, Table 3 has been included. The document 
situates each of the artists into communities (Commercial Gallery, Academic 
Community, Non-Profit Community, and Other) based on the didactic panel for their 
artwork in Present Tense, research, and consultation with scholarly advisors. 
Individuals considered to belong in the “commercial gallery community” are 
artists who are in the stable of art galleries of Memphis. In Present Tense, this is true for 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 Jody Stokes-Casey, “Thursday Think: Interview with John Weeden,” The Electric Beef, 




forty-five percent of the artists. Galleries represented are David Lusk Gallery (twenty 
artists), L Ross Gallery (eight artists), Jay Etkin Gallery (four artists), Gallery Fifty Six 
(two artists), and one artist each represented by David Perry Smith Gallery, D’Edge Art 
Gallery, Harrington Brown Gallery, NJ Woods Gallery and Design Studio, and River 
Gallery. A few artists represented more than one gallery. The numbers are represented in 
the gallery break down, but not in the overall percentage; i.e. if the artist represented 
more than one gallery, he/she was only counted once in the percentage. 
As the data above shows, twenty-four percent of the eighty-four artists in Present 
Tense belonged to the stable of David Lusk Gallery.4 This seems to suggest that the 
artists represented by the David Lusk Gallery as well as Lusk himself are key 
components of Memphis visual culture and certainly form the core of the mainstream arts 
community. From 2006-2012, the David Lusk Gallery was consecutively chosen as the 
best art gallery of Memphis by The Memphis Flyer’s “Best of Memphis.” D'Edge Art & 
Unique Treasures, Fountain Art Gallery, and Gallery Fifty Six have also made second 
and third in the top three spots for The Memphis Flyer’s Best of Memphis list further 
confirming their position as ‘mainstream’ art institutions.  
Other artists, aside from those associated with David Lusk Gallery, who fall under 
the criteria of “mainstream” exhibit frequently at major galleries and venues. 
Surprisingly, David Lusk Gallery has not exhibited as many artists as other Memphis 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
 4 David Lusk Gallery opened in Memphis in 1995 and primarily features the work of 
local Memphis contemporary artists. Before opening his gallery, he worked with the Lisa Kurts 
Gallery in Memphis. Before Lisa Kurts opened her gallery in 1992, she worked for the Alice 
Bingham Gallery in Memphis. The series of galleries have been the deciding makers of Memphis 
art history for many years. This brief history is available in Fredric Koeppel, “Lisa Kurts 
Exhibited Art Passion,” Commercial Appeal, October 28, 2011, Accessed February 22, 2014. 
http://www.commercialappeal.com/news/2011/oct/28/kurts-exhibited-art-passion/ 
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galleries.5 The gallery with the most exhibits is L Ross Gallery followed by Lisa Kurts 
Gallery, Memphis College of Art (not a commercial space), Gallery Fifty Six, then David 
Lusk Gallery (Table 4).  
With the plethora of galleries and active exhibition spaces, one questions why the 
representation from the David Lusk gallery was staggeringly higher than the other 
galleries?  There are many varying and possible reasons for this. The artworks produced 
by these artists are unquestionably exceptional – meaning the works show high levels of 
craftsmanship. Many of the artists put forth engaging concepts into their subject matter, 
which reflect on ideas such as formalism, place, community, and identity. The form and 
content of the works selected seem to meet the criteria of “well made, well executed, and 
well thought out” that Weeden was quoted for in Chapter One.6 Therefore one of the 
probable and obvious reasons for the amount of David Lusk artists represented in Present 
Tense is they largely met the criteria the curator and Dixon staff were seeking in artworks 
and artists. It is not being suggested with this statement or the curatorial decisions that 
other Memphis artists did not also meet the criteria. In fact, Chapter Four will explore 
criticisms of the show that primarily question the criteria for curatorial decisions.  
Another reason for the high percentage of David Lusk artists represented in 
Present Tense falls in the vein of the rest of Weeden’s explanation for the curatorial 
decisions. These artists as a part of the mainstream community and overlapping with 
commercial, academic, and sometimes non-profit sectors make them “prolific and 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5 This statement is based on the data collected between June 2006 and December 2012 
from the “Go Memphis” weekly insert in The Commercial Appeal which can be seen in Table 4. 
 
6 Stokes-Casey, “Interview with John Weeden.” 
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influential arbiters of the cultural scene.”7 In other words, visibility of these artists is 
greater than many other artists in the city. This begs the question of why. Why do David 
Lusk artists seem to have higher visibility than other artists in Memphis? First, Lusk 
selects artists who have already begun to develop an artistic career in Memphis. Second, 
the gallery is consistently recognized “Best Gallery in Memphis” by The Memphis Flyer.8 
To continue, The Commercial Appeal frequently publishes exhibition reviews from the 
David Lusk Gallery, guiding art-going audiences to this institution and increasing the 
visibility of the stable artists. While it is not feasible to produce statistical results within 
this study, it is imperative to consider the demographics of the readership of these 
publications and types of audiences being persuaded to attend exhibition openings. 
With their vast resources, opportunities and visibility, David Lusk artists seem to 
be the central core of mainstream artists in Memphis. Yet the gallery lacks an equal 
representation of demographics. There are only three African American artists of the 
twenty David Lusk Gallery artists represented in Present Tense. In fact of the thirty-eight 
artists currently represented by David Lusk Gallery only three are non-white. This factor 
of racial inequality lies at the core of Bain’s statement. While the artists in the stable of 
David Lusk Gallery are talented and deserving, complex conventions are in place in 
Memphis which emphasize this mainstream, exclusive group at the expense of other 
commendable artists and even art galleries.9 Noting this provides another answer to the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
7 Ibid 
 
8 The Memphis Flyer selected David Lusk Gallery as “Best Art Gallery” for the 
consecutive years 2006-2012.  
	  
9 On the other hand, research may come to show that the percentage of non-white artists 
represented by David Lusk Gallery may also reflect the percentage of non-white students in 
Memphis colleges and universities. 
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questions of how Memphis art history is made and who makes it – Caucasian artists 
associated with the mainstream galleries, particularly the David Lusk Gallery.  
On the other hand, the small amount of mainstream galleries is balanced by 
alternative, non-commercial spaces throughout the city that generate communities of less 
competition and, in some instances, encourages creative thinking and artistic innovation. 
Fredric Koeppel, art critic and writer for the Memphis The Commercial Appeal stated: 
I think that little circle of commercial galleries kind of mitigates the idea of 
competition. So many artists think they are not going to get on with David Lusk 
Gallery or L Ross Gallery, so they decide they have to work outside that system, 
which in its way can be helpful. If there were more galleries I think we would 
benefit, but it’s like restaurants. You can only have a certain amount of 
restaurants. You can only have a certain number of galleries, because the 
community can only support so much.10 
 
The note on economy rings true. Several artist interviewees during the research for this 
project mentioned their frustrations with the difficulties of supporting themselves through 
the sale of artworks. The fact simply stated is there are only ‘so many’ art collectors with 
the funds to support the galleries of Memphis. The economical struggle is eased 
somewhat by non-profit organizations like UrbanArts Commission and ArtsMemphis.  
Non-commercial arts organizations make up another community to consider when 
identifying artists’ groups found in Present Tense. Artists whose role in the art 
community is primarily involvement with non-profit organizations created eighteen 
percent of the works in Present Tense. Such organizations in order of representation 
include Lantana Projects, UrbanArt Commission, Caritas Village, Crosstown Arts, Delta 
Axis, and Power House Gallery. The Black Arts Alliance falls into this category of 
communities, but was not represented in Present Tense. Of these groups, John Weeden 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10 Koeppel, Fredric. Interviewed by Jody Stokes-Casey. In Person. Memphis College of 
Art. August 8, 2013. 
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has had involvement with three: Delta Axis, Lantana Projects, and UrbanArt 
Commission. In 2004, he founded Lantana Projects, an international artists’ residency 
program in Memphis that brought in artists including Declan Clarke and James Clar.11 
From 2009-2011, Weeden was the Executive Director of the UrbanArt Commission, an 
organization funded by ArtsMemphis, the Tennessee Arts Commission, and donations 
from private citizens that also manages ‘Percent for Art’ programs of the City of 
Memphis.12 Eight artists in the exhibition have either received UrbanArt Commission 
Grants or have worked for the institution. Several of these artists overlap into the 
academic and commercial communities, further validating the mainstream community is 
composed of a small core group of artists and individuals.  
The largest identified community by far was the “academic arts community” in 
Memphis. Artists in this category either teach, work for, or are alumni of one of the 
higher institutions of learning in Memphis. On Table 3 in the appendix, relationships with 
artists to colleges and universities as labeled are: former student, professor, former 
professor, or another separate, but specific role in the institution such as a director 
position. The total number of  “academic community” artists in Present Tense is fifty-
one, sixty-one percent of the artists. The academic institutions represented in Present 
Tense included Memphis College of Arts, Rhodes College, the University of Memphis, 
and Christian Brothers University. Interesting to note, curator John Weeden himself 
overlaps with several of these art communities and has taught courses at three of these 
institutions – Rhodes College, the University of Memphis, and Memphis College of Art. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11 “About John Weeden,” ArtsBlog, Accessed February 24, 2014, 
http://blog.artsusa.org/author/john-weeden. 
 
12 “About Us,” UrbanArt Commission, Accessed February 24, 2014, 
http://www.urbanartcommission.org/about-us. 
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He received his BA in Art History from Rhodes College to which he returned in 1997 to 
be assistant director for CODA (Center for Outreach in the Development of the Arts).13 
While making him extremely well-rounded and aware of Memphis contemporary art, 
Weeden’s involvement with these commercial, non-profit, and academic institutions from 
which the majority of works from the exhibition are pulled from provide some validation 
to the inclusiveness of mainstream cultural institutions leading to the neglect of other 
segments of the city’s artists and organizations. It is difficult to provide data and statistics 
on how opportunities and funding are awarded and if they are mostly granted to a 
common core of artists from the mainstream community.  
Artist Lester Merriweather provided this anecdote on social networking’s affects 
on funding for the arts in Memphis during our interview stating: 
There is a circle of people in Memphis who do really well with selling certain 
types of work. This circle does really well to take care of itself. When grants 
come along, those in the circle try to team up and make sure their friends get 
some of the grants. The circle is very exclusive and very inclusive of each other. 
Pretty much all of those people were in Present Tense, but I don’t think it was a 
direct result of this. I think they just happen to be one of the big circles. 14 
 
Merriweather’s statements reiterate the nature of overlapping arts communities within the 
commercial gallery, academic, and non-profit sectors and articulate the power of 
networking within the mainstream community. One scholar, Dr. Keith Lee has done 
extensive research on patterns of arts funding in Memphis. His research helps to verify 
Merriweather’s statement. In his paper, Arts on the Verge II: Grassroots and Arts 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 “About,” Vita Brevis Art Appraisals and Advising, Accessed February 22, 2014, 
http://vitabrevisartsbureau.com/news.html. See also Daney Daniel Kepple, “Arts Gain Center 
Stage,” Rhodes College, Accessed February 23, 2014, http://www.rhodes.edu/155_12681.asp.  
 
14 Merriweather, Lester. Interviewed by Jody Stokes-Casey. In Person. University of 
Memphis. December 17, 2013. 
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Funding in Memphis, Tennessee, Lee points to philanthropy and a single non-profit 
organization, ArtsMemphis, as the primary contributors of funding for artists in 
Memphis. Further, he notes that social networking and donor/family interests dictate 
which organizations or artists receive funding.15  
Dr. Lee’s arguments align with the conventions noted about the history of the 
Dixon. The Dixon family, interested in the arts, donated their collections and resources to 
the community. Their patronage included not only their final bequest, but also the 
Memphis Brooks Museum of Art and Rhodes College. Another Memphis example of 
donor interest benefiting the arts includes Dr. James K. Patterson, an avid art collector 
who serves as the president of Delta Axis and donates artwork and funding to Memphis 
institutions such as the Brooks Museum of Art.16 Lee further notes that with only one 
major arts policy non-profit agency, ArtsMemphis, distributing funding to the city’s arts 
organizations, “small to mid-sized organizations have few funding options.” He 
continues, “Local philanthropic organizations favor large and more established 
institutions, especially in the arts.”17 Essentially, mainstream arts communities continue 
to receive monetary support leading to the difficulty of arts communities outside of the 
mainstream in obtaining funding. It is also important to note that institutions and 
organizations receive funding – not necessarily individuals/artists. However in 2013, for 
the first time ArtsMemphis has begun to grant funding to individual artists through a 
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Tennessee,” Conference Presentation, Social Theory, Politics, and the Arts, Seattle, WA, October 
24-27, 2013. 
 






program called ArtsAccelerator. To reach the crux of the argument, the mainstream art 
communities tend to exclude African Americans which has a direct effect on the 
distribution of funding for local artists and arts organizations. For example, the recent 
ArtsAccelerator grant chose five winners, two were artists featured in Present Tense, 
three are women, and all are Caucasian. 18 The representation epitomizes conventions 
found throughout Memphis visual culture. 
The demographics of the artists selected for Present Tense provide a key to 
understanding the systems of exclusion upon which Memphis art has been built. 
Demographic statistics were compiled using categories for age, race, and gender. Artists’ 
ages were the most difficult to determine. Primary searches were done online; 
occasionally acquaintances would be consulted. Results were then used to group artists 
into age brackets of 25-34 years old, 35-44, 45-54, 55-64, and 65 and up. Based on the 
research seventeen artists (twenty percent) qualified for the 25-34 years old bracket. 
Twenty-eight (thirty-three percent) qualified for the 35-44 bracket. Fourteen (seventeen 
percent) were compatible with the 45-54 bracket, eleven (thirteen percent) with the 55-64 
group, and fourteen (seventeen percent) with the 65 years old and up bracket. 
Racial categories were based on groups used by the United States Census and are 
as follows: White, Black or African American, American Indian or Alaska Native, Asian, 
and Native Hawaiian or Other Pacific Islander. The Census Bureau states, “People who 
identify their origin as Hispanic, Latino, or Spanish may be of any race.”19 For the 
purposes of this demographic study, a category for Latino/Latina was included for two 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
18 “An Incentive Grant for Visual Artists,” ArtsMemphis, Accessed Feburary 22, 2014. 
 
19 “Race,” The United States Census Bureau, Accessed February 23, 2014, 
http://www.census.gov/population/race/about/faq.html. 
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artists – one from Puerto Rico. Sixty-four artists (seventy-six percent) were identified as 
White. Thirteen artists (sixteen percent) were identified as Black or African American. 
Five artists (six percent) were identified as Asian, and two artists (two percent) were 
identified as Latino. There were no artists identified for the American Indian or Alaska 
Native or the Native Hawiian or Other Pacific Islander categories.20 The breakdown of 
gender included fifty-five artists (sixty-four percent) in the Present Tense exhibition as 
male and twenty-nine (thirty-four percent) as female.   
The statistics show obvious disparities in representation and can point to broader 
issues within mainstream Memphis art communities. Age is perhaps the most balanced 
demographic category identified for this study. The largest group was composed of artists 
between the ages 35 and 44 years old. There may be several plausible explanations for 
this, but one of the most obvious is John Weeden, the exhibition’s guest curator falls 
within this age bracket. Though his awareness of Memphis artists is sizeable, it seems 
natural the artists he would be most familiar with are his peers. Yet, the percentage 
represented in each of the categories suggests the exhibition organizers were considering 
emerging, mid-career, and established artists in their selections.  
On the other hand, statistics in the categories of gender and race demonstrate 
severe disproportions in representation. Again, such data is reflective of historical 
systems of exclusion that go beyond a local level. In regards to people of minority 
groups, historical conventions have ensured inequality and disparities in most veins of 
life, especially in the South and including representation among arts communities. Three 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20 Identity is personal and some artists may self-identify with a different category than 
what they were placed in for this study. For these reasons, the data may perhaps be slightly 
incorrect. However, I do not believe that the ratio would drastically change if this were the case.  
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fourths of the artists featured in Present Tense are white, but according to the 2010 
census only twenty-nine percent of Memphians are white.  
Inequalities for African American artists were not only found in Memphis’ 
mainstream community of museums and galleries, but also in the academic community. I 
believe this to be a reciprocal effect of the historical segregation of academic settings in 
Memphis during the Jim Crow era and until the 1960s. Because of segregation, African 
Americans were not allowed to attend schools like Memphis Academy of Arts and 
Memphis State University for formal art training and consequently not able to make 
connections within the network of mainstream working artists and arts institutions.21 
These schools are now Memphis College of Art and the University of Memphis 
respectively and are the largest of institutions representing the academic community in 
Present Tense. Twenty-six artists in Present Tense are or have been directly associated 
with Memphis College of Art and eleven with the University of Memphis. Of fifty-one 
artists tied to Memphis academic communities in Present Tense not one is representative 
of LeMoyne Owen College, a historically black college. In fact the college is seldom 
acknowledged in the mainstream arts community despite its history of interacting with 
and employing influential and prolific artists.22   
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21 Memphis Academy of Art (now known as Memphis College of Art) operated on the 
segregation laws of Overton Park. Though the sentiment is the director of the academy was 
clearly against segregation in the school, the Academy’s first African American student Melba 
Briscoe was allowed to attend only after the laws were lifted in December of 1960. Information 
from Joanne Self Selvidge, The Art Academy: A History of Memphis College of Art, Film, True 
Story Pictures, 2013. Accessed Feburary 22, 2014. http://vimeo.com/45177805. 
	  
22 Dr. Earnestine Jenkins, “Muralist Vertis Hayes and the LeMoyne Federal ArtCenter: A 
Legacy of African American Fine Arts in Memphis, Tennessee 1930s-1950s,” Conference 
Presentation, Southeastern College Art Conference, Greensboro, NC, November 2, 2013. 
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Inequalities for African American artists in academia did not end with the 
desegregation of schools and universities. Frank d. robinson, jr. was a part of the group of 
artists representing the year 2009 in the Present Tense exhibition.23 Robinson is a native 
Memphian with an MA in drawing and painting from the Art Institute of Chicago. He 
returned to work as an artist in Memphis, now fitting primarily into the non-profit 
community as the artist in residence at Caritas Village – a community based cultural 
center. At the start of our interview, robinson casually mentioned not enjoying his 
undergraduate experience at the University of Memphis during the mid-to-late 1980s, and 
I prompted him in order to understand why. He responded:  
It wasn’t a very likable place then. It seems like African Americans going to 
school now are having a great experience, but the people I went to school with 
had to deal with several racial incidents. We couldn’t go to the dean, because the 
teachers you were going up against were tight with the dean. This made for a lot 
of incidences to deal with that became a part of the curriculum.24  
 
He then discussed his experience at the Art Institute of Chicago as completely different 
and a more accepting environment.  
His work in Present Tense, titled Sundays best@saint Andrews featuring Petey 
FrankLin, as seen with Figure 5, carries themes of academia, inequality, and innocence. 
The figure in the piece strongly resembles Ruby Bridges’ walking to school in Norman 
Rockwell’s 1966 print The Problem We All Live With. Robinson stated he was inspired 
by an image of a little girl in New Orleans, but did not specifically identify Bridges. 
Nonetheless, the sentiment remains. Surrounding the figure in the work are found objects 
from the parking lot of the school robinson worked in at the time – Circles of Success 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
23 robinson chooses not to capitalize his name taking his lead from the critically 
acclaimed author bell hooks. 
 
24 robinson, jr., frank d. Interviewed by Jody Stokes-Casey. In Person. Caritas Village 
(2509 Harvard Ave. Memphis). September 4, 2013. 
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Learning Academy in Saint Andrews African Methodist Episcopal Church in Memphis. 
He described arriving to work early and finding discarded condom wrappers, cigarettes, 
and other such trash in the parking lot. He began collecting the garbage, shocked at the 
juxtaposition of such materials in a church/school parking lot. He also collected stories 
from the students as a listening mentor of their trials, somber situations, and home 
troubles.  
He began to make work combining relatable imagery for the students, like the 
young girl walking to school, with the rubbish found in the parking lot to tell their story. 
The works were then displayed around the school. robinson noted, “It is something when 
the kids go to the Dixon and see a piece, but to see it in their display case and around 
their school, it takes on another tone to the kids and becomes their own story.”  
By similar philosophy, the Dixon relinquishing the exhibition of its permanent 
collection for the installation of the Present Tense exhibition creates a space for the city 
of Memphis to come to the museum and see the work of the artists in their city. Present 
Tense tells their own story for better and worse in a way the museum had only partially 
done before in the Mallory and Wurtzburger galleries. Present Tense became the city’s 
mainstream art community’s story in part due to the conventions of visual culture and 
consequently the consideration of the typical audience of the Dixon’s needs and 
expectations. Nonetheless, the mainstream artwork also tells the story of the 
marginalized. Younge’s text is resonant here, “the margins in no small part define the 
core.”25 Present Tense was defined as much by what it excluded as what it included.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25 Gary Younge, “The Margins and the Mainstream,” in Museums, Equality, and Social 
Justice, Richard Sandell and Eithne Nightingale, editors (New York: Routledge, 2012), 106. 
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During the interview, robinson also shared the curatorial process for the selection 
of his work for the Present Tense exhibit. John Weeden specifically requested Sundays 
best@saint Andrews for the exhibition suggesting the weight of the subject matter in this 
instance was more important than its position on the organizational timeline. By 
association, if the Dixon’s audience was a main consideration in curatorial choice, 
perhaps this work stood as a testament and reminder to the patrons of the continued 
ramifications of segregation on the city. 
During the Present Tense exhibition, a twelve by sixteen foot, acrylic, enamel, 
and plexiglass work hung in the foyer of the newer additions of the museum as seen in 
Figure 6. It was the first work visitors saw. The piece was by the artist Lester 
Merriweather, as it may be appropriate to note in this chapter, an African American and 
native Memphian who continues making work in the city. The piece titled, Le déjeuner 
sur l'herbe redux plays off of the Impressionist work Luncheon on the Grass by Édouard 
Manet. Merriweather’s piece is composed of colored squares giving the work a pixilated 
look creating a resurgence of Manet’s Impressionist painting for a digital age. Since the 
Dixon was founded in part to exhibit French and American Impressionist paintings, 
Merriweather’s ultra-contemporary work hearkened back to the museum’s foundations 
and provided a poetic introduction to the Present Tense exhibition. 
Merriweather’s internationally exhibited work frequently addresses societal and 
economic conditions using issues of race and capitalism. It was triumphant and a sign of 
gradual change to be greeted by Merriweather’s work in the foyer of the Dixon Gallery 
and Gardens during the Present Tense exhibition. The museum actually removed portions 
of its chair-rail molding to accommodate the work. The physical transformation of the 
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traditional space in this instance was not only a practical requirement for the exhibition of 
the artwork, but also a poetic and symbolic gesture of change in the acceptance of 
African American artists into the mainstream art community. However, there is still much 
more work to be done to rectify some of the inequalities found in conventions of 
Memphis visual culture. 
Robert Bain is the Director of the Joysmith Gallery in Memphis and frequently 
provides perspective and a voice for the African American community as well as artists 
in Memphis through editorials he writes for The Commercial Appeal, other print media, 
and online sources. He and his wife, nationally renowned artist Brenda Joysmith, 
generously invited me into their gallery and home for an interview about Present Tense – 
Joysmith was not included in the exhibition. They opened Joysmith Gallery in Memphis 
in 1999 where Joysmith, a native Memphian, continues to create and sell her artworks. 
Bain expressed his adamant frustration at Joysmith’s exclusion from Present Tense 
seeing it as a neglecting not only his acclaimed spouse but Memphis African American 
artists in general. He stated, “All the show really did was remind me that fourteen years 
of living here has been nothing but frustration.”26 Bain began to cite several specific 
examples of the disregard for African American culture found throughout Memphis art 
history.  
He returned to the visibility of certain artists over others due to their institutional 
affiliations. He hearkens back to experiences attending meetings for the UrbanArt 
Commission during which members would boast about the percentage of commissions 
given to African American artists. Bain would question, “But are these African American 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
26 Bain, Robert and Brenda Joysmith. Interviewed by Jody Stokes-Casey. In Person. 
Joysmith Gallery (46 Huling Ave Memphis). October 11, 2013. 
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artists receiving a proportionate share of the money?” The silence that followed his 
question answered negatively. There are many factors in a city recuperating from 
historical segregation that create obstacles for African American artists to be accepted 
into a mainstream community and receive equal opportunities. Bain’s story provides one 
example. 
For all of the examples given about the imbalance of demographic representation 
in Memphis arts, women and especially women in minority groups have been the largest 
group to be conventionally excluded. Present Tense features sixty-five percent men and 
only thirty-five percent women. Still, after reviewing data from The Commercial Appeal 
of the artists who have exhibited in Memphis between June of 2006 – December of 2012, 
forty-seven percent of the artists were women while only forty percent were men.27 While 
the numbers are close and only representative of half of the years Present Tense focused 
on, if June of 2006 through December of 2012 are indicative of 2001 through the 
remainder of 2006, then it would appear women exhibit more frequently than men in 
Memphis. Why were the statistics for Present Tense so disproportionate in representing 
gender? 
It is difficult to pinpoint causes for this exclusion. The low number of women in 
the Present Tense exhibition is not a direct reflection of the personal views of Weeden or 
the Dixon staff, but of a deeply engrained tradition of marginalizing women that, like 
issues of racial segregation, goes beyond the local context. Linda Nochlin’s pivotal 1971,  
 
“Why Have There Been No Great Women Artists?” argues:  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27 The remaining thirteen percent of the total were either unidentifiable, androgynous 
names or group exhibits advertised in The Commercial Appeal, but did not specify artists. 
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The question of women’s equality – in art as in any other realm – devolves not 
upon the relative benevolence or ill-will of individual men, nor the self-
confidence or abjectness of individual women, but rather on the very nature of our 
institutional structures themselves and the view of reality they impose on the 
human beings who are part of them.28 
 
Nochlin’s essay is relevant still today in Memphis. Though women are in fact exhibiting 
more than men, the Present Tense exhibition did not represent this.  
During our interview, Director Kevin Sharp stated representing the diversity of 
Memphis’ visual arts was “incredibly important” when making selections for Present 
Tense. The staff and guest curator tried to select equal amounts of work from artists in 
diverse age ranges, works from varying media, works that represented the demographics 
of the city, and “as many women as men.” He continued, “I don’t feel we wholly 
succeeded on that level. In fact, some people say we didn’t, but it wasn’t for lack of 
researching and trying.”29 Sharp’s statements exemplify Nochlin’s argument. Though 
individuals try, there still seem to be barriers in the nature of institutional structures that 
continually marginalize women. 
Many of the selections for Present Tense were of artists in the mainstream 
community. Perhaps then, the mainstream community of artists in Memphis is 
disproportionate in representing women as well. In his recent essay “White Walls, Glass 
Ceilings,” Ben Davis points to factors of discrimination, which are still the undercurrent 
in contemporary art communities of other cities, particularly New York. In addition to 
Davis’ arguments, writer and gallery owner Kathy Grayson in her essay, “Live Through 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
28 Linda Nochlin, “Why Have There Been No Great Women Artists?,” in Women, Art, 
and Power and Other Essays (Boulder, CO: Westview Press, 1989), 152.  
 
29 Sharp, Kevin. Interviewed by Jody Stokes-Casey. In Person. Dixon Gallery and 
Gardens. July 19, 2013. 
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This: New York, 2005,” point to the interconnectedness of the art world in New York. 
Both summarize the contemporary mainstream New York gallery scene as a group of 
dealers bring in male artists who recommend and work with their own male friends, 
cascading into an “old boys’ club.”30 This system of networking is apparent as well in 
Memphis art communities. In fact it is interesting to note, one of the interviewees in this 
research process used the exact phrasing when explaining her experience with the 
mainstream arts community in Memphis. “It was difficult to get a leg in without the local 
academic credentials. It kind of felt like a boys’ club as well, when I began [making an 
opening for myself in the Memphis art scene],” stated Mary Jo Karimnia.31  Her 
experience and comments are reflective of struggles faced not only by women, but also 
by some African American artists who come from backgrounds outside the mainstream 
and academic arts communities of Memphis.  
 One piece in the exhibition exemplifies race and gender roles in the traditional 
“Old South.” Lurlynn Franklin’s For the Love of Cotton, Figure 7, melds into the 
struggles for social change amidst nostalgia for the “Old South” felt by some Memphians. 
Her painting hung in the galleries at the Dixon amongst other works from 2002. It 
contains two figures. On the left is a plantation gentleman, bearing a strong resemblance 
to the Kentucky Fried Chicken businessman Colonel Sanders. Chicken legs are painted 
between hearts and cotton bolls to ensure the viewer does not mistake the identity of the 
man. He stands in his white suite and string tie with eyes hidden by reflective eyeglasses 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
30 Ben Davis, “White Walls, Glass Ceilings,” in 9.5 Theses on Art and Class (Chicago: 
Haymarket Books, 2013), 111-112. See also Kathy Grayson, “Live Through This: New York 
2005,” in Live Through This: New York in the Year 2005 (New York: Deitch Projects, 2005), 78. 
 
31 Karimnia, Mary Jo. Interviewed by Jody Stokes-Casey. Facebook Chat. January 4, 
2014. 
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and an arm around his faceless African-American bride. With no eyes or mouth, she can 
see no other way nor voice any protest. She is dressed beautifully in lace. Her hair 
covered in a wrap. She holds a bouquet in one hand and dangles the other hand just over 
the groin area of the male figure. They stand in front of a bed covered in material made 
from wild animal skins – cheetah, zebra, and tiger prints – and sprinkled with cotton 
bolls. The wall behind them is a wall checkered in brown and mosaic tiles. In the 
mosaics, bits of red, yellow, black, and white are clustered together – colors, which have 
been used to signify race in songs like “Jesus Loves the Little Children.”  
 Provocative suggestions arise after closer inspection of the work. The 
suggestiveness unveils realities of the revered “Old South.” Franklin’s painting points out 
the forced silence of African American women throughout history that has prevented true 
stories of oppression from coming forward. Her work shows a desire to use art for the 
betterment of Memphis, the South, women, African Americans, and the greater good. 
While the practices of segregation and sexism are no longer acceptable, they 
underlie the culture of the city creating obstacles for African Americans and other 
minorities to participate, particularly in mainstream visual arts communities. Women 
artists are exhibiting their works more often than men, yet conventions prevent some 
women artists from inclusion among the mainstream arts community. The question of 
who makes art history is answered – an inclusive circle of artists who are not 
demographically diverse. How art history is made falls on the decisions of this inclusive 
circle of artists being exhibited more frequently in the most popular commercial galleries, 
museums, academic galleries, alternative spaces, who receive more coverage in print and 
other media, and who are favored by non-profit organizations for grant opportunities. 
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CHAPTER FOUR 
DIALOG AND CONTROVERSY 
“I was very happy to see the huge, smart conversation about art that emerged. Not 
enough of that goes on in this community.” – Marina Pacini, Chief Curator at Memphis 
Brooks Museum of Art 
 
 The hold of tradition and conservatism is ingrained throughout Memphis 
institutions like the Dixon. Neither the staff of the Dixon Gallery and Gardens nor guest 
curator John Weeden were attempting to discourage commentary on the social, political, 
and economic environment of Memphis by artists. In fact, they are encouraging 
discussion and welcoming a change in tradition. The move for the Dixon to create and 
host Present Tense demonstrates a shift in values and support for critical discussion.  
 The Dixon’s education and outreach department offered a variety of programming 
to further the tools of interpretation. Margarita Sandino, Director of Education at the 
Dixon, noted programming as a way to bring together diverse groups (age, cultural 
backgrounds, people with disabilities, students, etc.) in order to encourage a participatory 
museum that responds to its community.1 Their first special event occurred on the 
afternoon of the exhibitions’ opening, February 3, 2013. It was called The Anti-Lecture: 
A Conversation about an Art Community. It presented a panel of artists and members of 
the art community that shared the stage with John Weeden. The event was intended to 
give the audience an opportunity to interact with each other and the panel members and 
to initiate dialog about Memphis art. “We wanted to do something that was a little more 
interactive and to bring the conversation where anything goes. We were curious on what 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Sandino, Margarita. Interviewed by Jody Stokes-Casey. In Person. Dixon Gallery and 
Gardens. December 17, 2013. Sandino used the term ‘participatory museum’ in our interview in 
reference to Nina Simon’s definition of a museum working with community members and 
visitors to make the institution a more relevant, engaging, and dynamic place. Nina Simon, The 
Participatory Museum (Santa Cruz, CA: Museum 2.0, 2010). 
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people had to say here. The art community came together. It was interesting,” said 
Sandino, who organized the event. The panel included guest commentators David 
McCarthy of Rhodes College, Carissa Hussong of the National Ornamental Metal 
Museum, Frederick Koeppel of the Memphis The Commercial Appeal newspaper. Also 
on the panel were artists Derrick Dent of Memphis College of Art, Melissa Dunn, 
Hamlett Dobbins, George Hunt, Anthony Lee, and N.J. Woods. Many of the artists and 
community members interviewed for the research of this paper commented on the panel. 
One of the most succinct statements was made by artist and writer Dwayne Butcher in a 
column for The Memphis Flyer. 2  Butcher wrote, “[The conversation] all came back to 
politics, money, lack of venues and opportunities, and inclusion... the exact same 
discussion this city has had numerous times over the years.” He concluded by calling 
readers to action in solving these issues and praises the Dixon, John Weeden, and the 
Present Tense exhibition for their efforts in taking steps to resolve the problems faced by 
Memphis artists.  
In addition to the panel, the Dixon hosted several lectures by artists featured in 
Present Tense in their Munch and Learn series. Participating artists included Hamlett 
Dobbins, Phyllis Boger, Jed Jackson, frank d. robinson, jr., Dwayne Butcher, Jay Etkin, 
Derrick Dent along with John Weeden. The lectures were during lunch hour on 
Wednesdays and were covered in the cost of admission. The Dixon also held a free event, 
Memphis Art Family Day, on February 16th featuring special performances, art 
demonstrations, games, live music, and other activities around the Present Tense 
exhibition.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 Dwayne Butcher, “I Am Sorry,” The Memphis Flyer, Feb. 7, 2013, Accessed February 
22, 2014, http://www.memphisflyer.com/ExhibitM/archives/2013/02/07/i-am-sorry.  
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For the Dixon’s Art After Dark series, the museum hosted “Artist Speed Dating” 
for which they invited Present Tense artists Eli Gold, Alex Warbel, Elizabeth Alley, 
Derrick Dent, and Andrew James Williams to mingle and talk with participants. The 
Dixon has also posted a six video series of Present Tense artists talking about their works 
on their YouTube Channel.3 Artist Hamlett Dobbins lauded the programming staff at the 
Dixon for these events as opportunities to “build a bridge” between the Present Tense 
show and the museum’s patrons while simultaneously engaging the community in the 
appreciation of local contemporary art.4 By inviting the artists themselves to lead 
discussions on the contemporary art of the city, the Dixon allowed more voices to 
contribute to the discourse of Memphis visual culture.   
Present Tense, The Art of Memphis 2001-Now created a buzz throughout 
Memphis, especially among the mainstream arts community. Reactions varied from 
pride, excitement, and eager curiosity to frustration, anger, and disappointment. The 
Dixon Gallery and Garden guestbook logs comments of praise from visitors coming to 
see the exhibition. A few of the mainstream Memphis artists interviewed for this research 
recalled the flurry of Facebook comments and discussions about show both positive and 
negative that filled their newsfeed.  
 Two direct responses to the Present Tense exhibition were a Tumblr blog called 
Commercially Unappealing and an art exhibition called Hanging Participles. 
Commercially Unappealing was founded two and a half weeks before Present Tense 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3 The Dixon Gallery and Gardens, Present Tense Series, videos, Filmed February – May 
2013. Accessed February 22, 2014. 
http://www.youtube.com/user/dixongallerygardens/videos?view=0&flow=grid. 
 
4 Dobbins, Hamlett. Interviewed by Jody Stokes-Casey. In Person. Material (2553 Broad 
Avenue Memphis). August 9, 2013. 
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opened. Hanging Participles opened in the middle of the run of Present Tense. 
Additionally, two exhibitions, Pyramid Scheme! and Unchained: A Memphis Chain 
Letter Exhibition were arranged after Present Tense closed and were based upon ideas of 
inclusion, exclusion, and curatorial choice. One other exhibition held in April, while 
Present Tense was still on exhibit, highlighted ideas of frivolity, privilege, and inclusion. 
Though it has been insisted the show is not related to Present Tense, the Super Epic 
Memphis Unicorn Magical Exhibition Show seemed to have been a farcical reaction the 
perceived arbitrariness of curatorial choice held by some Memphis artists.5 Each of these 
exhibitions provides insight to artists’ frustrations about the limitations of Memphis’ 
mainstream arts communities triggered by the Present Tense exhibition.  
 The discussion generated around Present Tense and the emerging shows 
responded to inclusion/exclusion of works and artists in curatorial choices. The 
conversation developed through artists’ social media posts. It even moved into 
mainstream press like the daily printed newspaper, The Commercial Appeal. For 
example, Fredric Koeppel the primary arts writer for The Commercial Appeal wrote: 
Present Tense offers many fine works of art in many genres and styles, and in its 
way delivers an expansive view of local artistic activity, but the omission of some 
artists is not just surprising but startling, and the same can be said for some of the 
artists included in the show.6 
 
Nearly every person interviewed in the process of researching for this paper held the 
same sentiment of surprise that Koeppel expressed in the above quote. While most also 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5 Dwayne Butcher, “Unicorns and Our Future Artists,” The Memphis Flyer, March 29, 
2013, Accessed Feburary 23, 2014, 
http://www.memphisflyer.com/ExhibitM/archives/2013/03/29/unicorns-and-our-future-artists.  
 
6 Fredric Koeppel, “'Present Tense' has stunning moments, surprising omissions,” 
Commercial Appeal, February 14, 2013, Accessed February 23, 2014, 
http://www.gomemphis.com/news/2013/feb/14/present-tense-has-stunning-moments-surprising/.  
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agreed on the high quality of works in the show, the exclusion, and in some cases 
inclusion, of artists generated the greatest response and overshadowed discussion about 
the art itself. During our interview, artist and former writer for The Memphis Flyer arts 
section Dwayne Butcher commented, “Not one single person talked about the art. 
Nobody. Everybody talked about the politics of it.” While this statement seemed to be 
true especially for artists involved in the mainstream arts community, a few comments in 
the Present Tense guestbook and the Koeppel article do address the works.  
 During our interview, Weeden expressed that one of the goals of the exhibition 
was to encourage conversation about Memphis art.7 Weeden commented, “I think it's 
accomplished what we hoped to do – to get people talking and to get people to realize 
Memphis as a complex [art] ecosystem.”8 Present Tense became a catalyst for discussing 
art, artists, and art politics in Memphis. One of the most memorable reactions addressing 
the exclusion of artists from the Present Tense show was the exhibit Hanging Participles. 
 Inspired by the emails he received, Dwayne Butcher decided to curate his own 
exhibition. Called Hanging Participles, the show was intended to be a continuation of 
Present Tense. The title plays off of the grammatical term “dangling participle,” which 
modifies unintended words because of misplacement in a sentence. Hanging Participles 
was meant to modify the Present Tense exhibition by providing an opportunity for artists 
who were not included in Present Tense to show their work. It is important to note here 
that Butcher’s work was included in Present Tense.  
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8 Jody Stokes-Casey, “Thursday Think: Interview with John Weeden,” The Electric Beef 




 Hanging Participles was an open call relying on word of mouth, email, and 
Memphis galleries and artists to submit work to the show. Initially, Butcher sent emails to 
artists he knew and contacted two gallerists, David Lusk and Linda Ross, to borrow 
artwork for Hanging Participles – sometimes without consulting with the artists. As more 
artists in Memphis became aware of Butcher’s efforts, they began sending their work to 
be included. Unlike the careful planning involved in the curatorial process for Present 
Tense, Butcher described the process of gathering works for the exhibition to be fluid and 
open to anyone, stating, “When artists came into Marshall Arts, I let them hang their 
work on the wall. And after they left, if I needed more space, I would move it over to put 
something else up or hang it above other works.” 9 
 Occasionally, Butcher received responses to his emails from artists wishing to not 
be included, because they felt this show was the equivalent of a rejection show. In fact in 
a later interview with Dixon education director Margarita Sandino, she jokingly referred 
to Hanging Participles as the Salon des Refusés – hearkening back to the roots of the 
Impressionist movement. However, Butcher insisted his exhibition was not a rejection 
show, but a continuation of Present Tense.  
 Butcher wanted Hanging Participles to correspond with the exhibition of Present 
Tense, so he coordinated the show to open March 14 and run thru March 24, 2013. There 
were close to forty artists exhibiting approximately eighty works in Hanging Participles. 
Like Present Tense, the works in Hanging Participles were primarily two-dimensional 
with abstraction being the predominant subject matter. Like Present Tense discussion 
focused on the inclusion of artists rather than the artwork. In fact, Koeppel’s The 
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Art. May 29, 2013. 
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Commercial Appeal article on the show is titled, “Alternative Art Exhibit is All About 
Inclusion” mentioning only one artwork by Cedar Lorca Nordbye because it involves a 
group of other working artists.10 The reiteration that this exhibit was not a second-tier 
show, but a continuation of Present Tense seemed to be a disclosure statement 
highlighted in the articles posted about Hanging Participles. As Butcher clearly printed 
in his “Exhibit M” column for The Memphis Flyer, “The Hanging Participles exhibition 
should not be considered anything other than a continuation of the conversation started 
with the Dixon show.”11 
 Hanging Participles certainly paralleled many of the defining factors of Present 
Tense. The work was overwhelmingly two-dimensional. Of forty works there were less 
than ten sculptures – the number looks to be closer to five. Based on photographs and 
reports of the show, there were no video pieces or performance art.  
 The artists in Hanging Participles seemed to be pooled from the mainstream arts 
community as well having ties with Memphis College of Art, the University of Memphis, 
and top galleries. Butcher wrote, “ Many of the artists that David Lusk represents are 
included in both the Present Tense and Hanging Participles exhibitions.”12 In fact, in an 
email John Weeden noted, “almost everyone in Butcher’s show was on my long list [for 
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11 Dwayne Butcher, “Never Stop the Celebration,” The Memphis Flyer, March 14, 2013, 
Accessed Febrary 14, 2013 http://www.memphisflyer.com/ExhibitM/archives/2013/03/14/never-
stop-the-celebration.  
 
12 Butcher, “Never Stop the Celebration.” 
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Present Tense]” but not included based on the Dixon team’s curatorial decisions.13 Again, 
the question, “Who are the makers of Memphis art history?” is raised while answers point 
to leaders in the mainstream community. Hanging Participles exemplifies the power of 
networking within the mainstream arts community as a catalyst for unintentional 
marginalization which has become a convention of Memphis’ visual culture. 
 The demographics of Hanging Participles were more equal in regards to gender 
representation than Present Tense with twenty-one (fifty-five percent) men and seventeen 
(forty-five percent) women. Not surprisingly the women are outnumbered, but the 
statistics have improved compared to the Present Tense statistics, sixty-four percent men 
and thirty-four percent women. However, the representation of African Americans in the 
show amounts to one artist out of thirty-eight. If Hanging Participles was indeed a 
continuation of Present Tense, then it further demonstrates the disparities in the 
representation of African Americans in mainstream arts communities of Memphis and 
validates historical conventions of exclusion. Hanging Participles exemplifies that artists 
and arts professionals who are primarily mainstream, academically trained, Caucasian, 
male artists and have some involvement with local academic institutions and galleries 
that have the most influence on the culture of the city.  
 While Hanging Participles is the only exhibition directly responding to Present 
Tense: The Art of Memphis, 2001-Now, it is possible the later show’s reciprocating effect 
contributed to other art exhibitions in the following months. Unchained: A Memphis 
Chain Letter Exhibition was held at The Rozelle Warehouse in June 2013. Memphis artist 
Mary Jo Karimnia began planning the show in May of 2013 with the idea of networking 
with artists that may have not known each other. The show was curated by artists sending 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 Received in an email from John Weeden to Jody Stokes-Casey on October 2, 2013. 
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the chain letter as an invitation to other artists. The stipulation was the letter could only 
be sent to an artist they had never met. Karimnia selected Cedar Lorca Nordbye, a fellow 
Memphis artist. From there Nordbye selected a writer; the chain continued until eight 
artists were confirmed to participate. Karimnia stated, “The main goal for the exhibition 
was to do something grassroots that would bring together artists that might not know each 
other.”14 She shared that the exhibition did help her personally to network with more 
artists and resulted in new artistic opportunities for her in Memphis. While the chain-
letter approach meant to encourage new collaborations, the process was unable to 
separate from conventions of networking among particular groups of artists in Memphis. 
Of eight artists, seven were Caucasian; one was Latina. Five were male; three were 
female. The ratios are consistent with the previously mentioned art exhibitions.15  
 Along the same vein as Unchained, when artist Greely Myatt was asked to create 
an exhibition at Leadership Memphis Gallery 363 in Memphis, he decided to co-curate 
and call the show Pyramid Scheme!. The exhibition opened at the end of June in 2013 
and ran for approximately a month. Operating in similar fashion to its namesake, the 
show was an attempt to diversify a show through a seemingly more open curating 
process. Myatt started by inviting three artists, who then invited two artists each, who 
then invited one artist each for a total of sixteen artists. Myatt is quoted on the Facebook 
page for the exhibition stating: 
The individuals I asked are artists whom I have great respect for their work and 
for their integrity as artists. I was conscious of asking individuals who moved in 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14 Mary Jo Karimnia. Interview by Jody Stokes-Casey. Facebook Chat. January 4, 2014.  
 
15 None of the artists in Unchained were in Present Tense. Of these artists only Nordbye 
was in Hanging Participles. 
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somewhat different circles, as much as that is possible in a Southern city. I ask 
them to select with the same criteria in mind.16  
 
The goals for the exhibit were to diversity the artists and artworks in the show, but the 
above quote by Myatt acknowledges the exclusiveness of Memphis art communities. The 
pyramid selections for the show resulted in nine male artists and seven female artists – all 
Caucasian. Including Myatt, five of these artists also had their works in Present Tense.  
 Unchained, Pyramid Scheme!, and Present Tense addressed inclusion through 
different processes. The peer-curated approach of Unchained and Pyramid Scheme! 
began with one artist and branched outward to fill the gallery space, opposite of Sharp 
and Weeden’s approach for Present Tense of starting with a large group of artists and 
trimming them down to fill the museum space. Karimnia noted, “When I was planning 
the Unchained show, I did not really think of it as any sort of response to the Present 
Tense show, but looking back I think it really was.”17 Her idea as well as Myatt’s 
explored inclusion and curating among Memphis mainstream art communities. 
Karimnia’s comment confirms that exhibition disseminated from critiques of Present 
Tense and demonstrates the effect the later show had on discussion among artists and art 
communities in Memphis. 
 Finally, the Super Epic Memphis Unicorn Magical Exhibition Show provided the 
comedic relief from the serious questions raised about exclusion. It was insisted by 
Greely Myatt, one of the originators of the Super Epic Show, that the exhibition had 
nothing to do with Present Tense, but instead with an inside joke among friends 
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17 Mary Jo Karimnia. Interview by Jody Stokes-Casey. Facebook Chat. January 4, 2014.  
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originating on Facebook and evolving into the exhibit at Marshall Arts and the Wrong 
Again Gallery.18 The exhibition press release stated the goal of the exhibit was to be a 
“gathering of Memphis’ top artistic talent, doing work inspired by one of the greatest 
things America and Jesus ever created: Unicorns.”19  
 It opened on April 1, 2013, April Fools’ Day, with a The Art Guys inspired 
performance at the Wrong Again Gallery and continued into the Marshal Arts space with 
paintings and sculptures of the mythical creature. Any artwork featuring unicorns was 
welcome in the exhibition. With no complete list of participating artists it is difficult to 
accurately determine the representation of demographics, but based on the figures for the 
shows, it can be assumed the Super Epic exhibition followed along similar conventions. 
Nonetheless, the open call for artists and specific requirements for subject matter flirt 
with ideas of arbitrariness, inclusivity, and mirth in the process of creating an exhibition. 
Karimnia and Myatt in the Unchained and Pyramid Scheme! shows respectively also 
addressed ideas of arbitrariness and inclusion but with a more serious approach. Each of 
the shows including the Super Epic exhibition responded to an atmosphere of questioning 
inclusion and curatorial decisions prompted by Present Tense. However, Nordbye 
critiqued, “A show about unicorns has a certain kind of frivolity that comes out of 
privilege – with disregard to the values of inclusivity it might reinforce.”20 Granted the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
18 Myatt, Greely. Interview by Jody Stokes-Casey. In Person. University of Memphis, 
September 4, 2013.  
 
19 Dwayne Butcher, “Unicorns and Our Future Artists,” The Memphis Flyer, March 29, 
2013. Accessed February 16, 2013.	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20 Nordbye, Cedar Lorca. Interview by Jody Stokes-Casey. In Person. University of 
Memphis. September 19, 2013. 
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exhibition was not meant to be taken too seriously, Nordbye’s statement rings true. To 
artists who wish to be taken seriously and who are frustrated at the lack of opportunity to 
exhibit, especially for artists who are not in the mainstream group, a silly fun show such 
as the Super Epic Memphis Unicorn Magical Exhibition Show may prove to be all the 
more exasperating. Hanging Participles, Unchained: A Memphis Chain Letter Exhibition, 
Pyramid Scheme!, and the Super Epic Memphis Unicorn exhibition all responded to the 
critique of visual artists in Memphis set in motion by Present Tense. Artist Richard Lou 
succinctly described the events, “Reciprocating shows allowed people to vent, but there 
was no real structural change [to the exclusive nature of mainstream Memphis art].”21 
Conventions of unequal representation, a focus on artists from the academic institutions 
and commercial galleries prevail throughout most of these exhibitions. While many of the 
shows began to address structural problems in Memphis art, they did not escape the 
traditional framework.  
 One other entity was created seemingly in response to Present Tense, a Tumblr 
blog called Commercially Unappealing. Taking its name from Memphis’ The 
Commercial Appeal, the blog presents anonymous posts about the state of Memphis 
visual art communities and takes humorous jabs at Memphis art institutions.22 Started 
anonymously on January 23, 2013, the Tumblr blog began posting about Present Tense 
five days later criticizing the content of the recently released Present Tense website in a 
sarcastic manner. It addressed John Weeden’s curatorial essay with dripping sarcasm, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21 Lou, Richard. Interview by Jody Stokes-Casey. In Person. University of Memphis. 
October 22, 2013. 
 
22 For example, the Dixon Gallery and Gardens is personified through animated gifs of 
varying cast members from The Golden Girls. 
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noting points of concession and dissension. The post also addressed one of the major 
sponsors of the exhibition, Northwestern Mutual and its Memphis CEO, Jim Meeks.  The 
blogger wrote, “…thanks Jim. Tell your rich friends to be more like you.” The comment 
toward Meeks is prefaced with, “no snark,” and genuinely thanks him for his 
contribution, but the following shout-out to Meeks’ “rich friends,” may address 
frustrations about the lack of funding for artists in Memphis. The Dixon was given the 
biggest jab in the blog with, “[Present Tense] might not be the most exciting thing to ever 
happen here, but it’s good to see the Dixon try to get frisky every once in a while. Let’s 
hope she doesn’t break her hip on this one.”23  
 The blog continued to host contributions from anonymous writers who 
commented on programming at the Dixon throughout the run of Present Tense. The 
option of anonymity prompted an amusing and honest critique of dominant Memphis 
artists, arts communities, and cultural institutions. Commercially Unappealing is 
providing “a voice that is sharp and contemporary and critical” for Memphis art 
communities, as art writer for The Commercial Appeal Fredric Koeppel stated.24  
 Commercially Unappealing took a farcical approach most times, mocking 
programming and bruised egos of those not included. However some guest writers 
presented sincerity and seriousness in their responses to the Present Tense exhibition. 
One such contributor Cedar Lorca Nordbye wrote: 
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24 Koppel, Fredric. Interviewed by Jody Stokes-Casey. In Person. Memphis College of 
Art. August 8, 2013. 
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 This curatorial move claims to have some inside track on what the true 
HISTORY was of this particular city in the past ten years. So, to be left out of the 
show is worse than just not being liked, or being seen as less important, it has the 
effect of being told that you did not exist.  You are not part of your local 
history.25  
 
Ideas like Nordbye’s raise the question whose culture is being represented in this 
exhibition leading to larger conversations and questions on how Memphis visual arts 
culture is generated. While members of the African American and Latino communities 
are raising issues addressing ideas of exclusion in Memphis visual arts history, the 
conventions may not begin to change until they are recognized and addressed by 
members of the mainstream arts community.  
 Commercially Unappealing provides a platform for hosting this conversation, but 
the impact of the blog remains to be seen. The most activity generated on the blog was 
during the run of Present Tense. After a four month hiatus between August 2013 and 
January 2014, content is starting to be generated again. The blog could be a stepping-
stone to addressing larger structural issues of Memphis visual culture.  
 One of the goals of Present Tense was to encourage dialog. Based on the 
continuation show, reaction shows, and blog, the goal was met. Hanging Participles gave 
credence to thirty-eight artists who were not included in Present Tense by providing an 
opportunity to exhibit their work simultaneously. While it drew a crowd and encouraged 
discussion, Hanging Participles could not escape the conventions of exclusion in 
Memphis visual culture to which Present Tense was also bound. Women and minorities 
were still underrepresented. The same is true for Unchained: A Memphis Chain Letter 
Exhibition and Pyramid Scheme! Though the exhibitions did try to promote inclusion 
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cedar  
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they were trapped within the exclusionary boundaries of Memphis’ mainstream art 
community. Commercially Unappealing provides a new platform for critique of 
conventions in Memphis art. With the option of posting anonymously, the blog may be an 
inroad for promoting change. It is certainly something to continue to monitor as Memphis 
visual culture develops. Until then, conventions remain as such.  
67 
CONCLUSION 
Present Tense: The Art of Memphis, 2001-Now is indicative of underlying structures of 
exclusion in the history of Memphis visual art. The Dixon Gallery and Gardens stands as 
an icon of tradition and a memorial to a family whose power and wealth continues to 
influence Memphis culture. The Dixon’s staff directed the museum toward the needs of 
diverse communities through special programming and exhibitions outside of the scope 
of their Impressionism based charter. Present Tense was a demonstration of the 
dedication of the staff in leading the institution to be more inclusive of local, 
contemporary artworks and artists, but the goals of the exhibition were conservative and 
did not reach beyond the mainstream to traditionally excluded artists. The curatorial 
team’s main priority was to gently introduce the Dixon audiences to contemporary art 
through traditional media and subject matter which embodied some twenty-first-century 
ideas and issues.  
While the exhibition was successful in encouraging dialog among mainstream arts 
groups about the politics of inclusion, the exhibition did not seem to attract new and 
diverse audiences to the museum. Reported attendance at the Dixon during the run of the 
show including most of the special programming was 11,990. The show ran for two and a 
half months in the spring – usually the peak season for visitation due to the blooming 
plants in the gardens. In 2012, the on-site attendance at the Dixon Gallery and Gardens 
for the year was 56,547. Therefore, attendance for Present Tense was only twenty-one 
percent of the prior year’s average during the spring and seems not to be significantly 
greater than average spring exhibition attendance.1 The demographics of attendance for 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 An email from Nancy Trenthem to Jody Stokes-Casey on July 12, 2013 stated that 
reported attendance at the Dixon during the run of the show was 11,990. In 2012, the on-site 
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the Present Tense exhibition was unavailable, but as the numbers do not show significant 
gains in overall turnout, it is assumed there was little if any change in demographic 
representation.   
 In fact, though the curatorial team attempted to be inclusive to diverse artists and 
aesthetic styles, they only partially succeeded. A few of the works provided contrasting 
statements against the traditional residential/museum setting, but nearly all of the artists 
represented emphasized the exclusiveness Memphis’ mainstream arts community. 
Through conventions in Memphis’ visual culture, the core art community does not 
represent the minority – majority population of the city. The Present Tense curatorial 
team did not intentionally exclude minority groups. In fact, they attempted to be inclusive 
and encompassing. Nonetheless, the exhibition still reflects underrepresentation and 
marginalization in Memphis art.  
Present Tense did inspire artists, curators, writers and art historians to comment 
on exclusion. While as many as four exhibitions explored the topic and were 
unconstrained by the need to appeal to a conservative audience, they, like Present Tense 
were no less trapped in the net of the mainstream establishment. Commercially 
Unappealing became a catalyst for encouraging development and analysis of 
contemporary art. The blog continues to host critical reviews and postings about 
Memphis art, institutions, and communities while contributing to Memphis’ visual art 
culture. Providing the opportunity for anonymous postings directed at mainstream 
institutions and individuals facilitates a potential avenue for the voice of the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
attendance at the Dixon Gallery and Gardens for the year was 56,547. Stephen C. Reynolds et al., 




underrepresented artists of the city to be heard. However, like Hanging Participles and 
the other reactionary exhibitions, the blog seems to be primarily a tool for the mainstream 
about the mainstream and unable to completely escape the grip of Memphis’ 
conventional visual culture. 
Nonetheless, through new exhibitions and programming, the Dixon staff is 
attempting to regain trust from audiences that have been neglected in the past. The 
Dixon’s vision statement includes creating, “intellectually and sensually rich experiences 
for the widest possible audiences.”2 The Mallory at Wurtzberger series under the 
direction of Kevin Sharp began the process of reaching beyond traditional audiences. In 
2012, the Dixon hosted the exhibit Memphis Vive: Latino Art in the Mid-South in the 
Mallory at Wurtzberger galleries to represent art made by the growing Latino population 
of Memphis and succeeded in attracting new audiences to the museum for the run of the 
show.3 Exhibitions like this one inspired the Dixon to broaden its scope with Present 
Tense: The Art of Memphis, 2001—Now. That show, more than any one before it, became 
a stepping-stone for the Dixon institution to move beyond outdated traditions. 
In January 2014, the Dixon acquired Gamin by Augusta Savage, the first artwork 
to be added to the collection by an African American artist. The work also adds to the 
collection of women artists at the Dixon. As the Dixon’s associate curator, Julie Pierotti 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
2 “Mission and Vision,” Dixon Gallery and Gardens, Accessed March 9, 2014, 
http://www.dixon.org/missionvision. 
	  
3 Fredric Koeppel, “'Memphis Vive: Latino Art' exhibit offers diversity in style, 




stated, “We [at the Dixon] are always looking to diversify…this sculpture opens so many 




















	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
4 Karla Klein Albertson, “African-American sculpture expands Dixon collection in 
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Figures 1 and 2. Catherine Blackwell Peña. How Will You Treat Me? 2013. Site-specific 





Figure 2. Catherine Blackwell Peña. How Will You Treat Me? 2013. Site-specific 


































Figure 3. Clare Torina. Vision Quest. 2010. Oil on canvas. 60” x 72.” Available from: 
http://ilovememphisblog.com/wp-content/uploads/2010/07/4Clare-Torina_-








Figure 4. Elisha Gold. Darkness cant drive out darkness, only light can do that. 2010. 
Aluminum and neon. 9’ x 18” x 18.” Available from www.present-tense-















































Figure 5. frank d. robinson, jr. Sundays best@saint Andrews featuring Petey FrankLin. 






























Figure 6. Lester Merriweather. Le déjeuner sur l'herbe redux. 2011-13. Acrylic enamel 
and Plexiglas on Panel, 12’x16'. Available from https://scontent-a-
iad.xx.fbcdn.net/hphotos-ash2/t1/522753_10151312613973174_1307728508_n.jpg 























































Figure 7. Lurlynn Franklin. For the Love of Cotton. 2002. Acrylic and oil pastels on 
wood. 4’ x 4.’ Available from www.present-tense-memphis/artist-Lurlynn-Franklin.php. 
(accessed December 1, 2013). 
 
 
